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INTRODUCTION 
Just as it is impossible to understand fully the significance of the 
music we sing today unless we know something of its historical background 
so it is difficult for a present day chorister or choir member to fathom 
the dignity and traditions connected with his office unless he is familiar 
with the musical heritage and the related social and economic developments 
of the past. Of necessity, it would be impossible to give a complete ac-
counting of all choirs and choir schools in the history of church music. 
Consequently, this thesis seeks first to examine the establishment and 
traditions of choirs and choir schools in the early church, particularly 
in Italy. Since it is felt that an extended consideration of choirs on 
the Continent after the Middle Ages would expand the scope of the thesis 
beyond reasonable proportions, the principal emphasis in Europe will be 
limited to subsequent developments in England. This is proposed because 
of the more direct effect of traditions in Great Britain on the choirs 
and choir schools in America. This examination will begin with the in-
troduction to England of the Roman Schola singers about 597 and will con-
tinue through the Middle Ages, Reformation, and the Commonwealth period 
concluding with the revival occasioned by the Oxford Movement and more 
recent developments. 
Shifting the research to America, a rather detailed survey of Puritan 
and Anglican traditions in this country will be made. These will be re-
lated to the English choir heritage. Detailed consideration will be given 
to the establishment of the early singing schools and the later boy choirs 
and choir schools, quartet choirs, and mixed choirs. Thus an extensive 
history of choirs and choir schools in America is planned. This will 
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cunninate in an analysis of current trends in America in the seve~al major 
church denominations in the light of prior developments. An identifica-
tion of many of the outstanding choirs and choir schools will be made. 
It is also proposed to make a survey of the long term trends in church 
music in an effort to determine what practises are bound up with the 
mainstream historical development of choirs. This will involve a con-
sideration of such factors as the use of clerical vs. lay choirs; the 
custom of placing the choir in the sanctuary, the chancel, or the gal-
lery; the use of men rather than women in the choir; a discussion of the 
vested choir and the unvested choir; an examination of the tradition of 
the ceremony of investiture; the use and curtailment of the processional; 
an examination of the history of the extent of the use of musical instru-
ments in the accompaniment of the choir; and a determination of the role 
that the choir~ the clergy, and the congregation play in the musical ser-
vice. In connection with the latter, it will be attempted to comment on 
what balance, if any, is desirable in the three elements mentioned. 
In connection with boy choir schools, it is proposed to survey the 
social, educational, economic, and political factors affecting their de-
velopment as well as to ascertain the reasons for their curtailment. This 
is to be discussed in the light of current trends in England and America. 
An attempt will be made to identify the type and extent of training in 
boy choir schools as well as to describe their general characteristics 
and their effect on the development of the boy. Advantages and disad-
vantages of the boy choir will also be explored. 
Lastly, this thesis seeks to examine current trends in choir de-
velopment and congregational singing. It further tries to isolate 
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those characteristics of choirs which contribute toward a satisfactory 
service of worship and a dignified and humble ministry of music. 
Although a complete history of choir customs, traditions, and develop-
ment would be impossible in a paper of this sort, it is hoped to draw from 
the literature enough material to give the modern chorister an overall 
view of that which has preceded him. It is hoped that the bibliography 
at the end of the thesis will be helpful in filling in any gaps such as 
the more recent developments on the Continent, which are not discussed in 
any detail. 
iii 
CHAPTER I 
THE DEVELOPMBNT OF THE EARLIEST CHOIRS AND CHOIR SCHOOLS 
From earliest times people have expressed their most profound emotions 
through musical utterance and have portrayed their religious feelings most 
effectively through the medium of song. Likewise in the synagogue and the 
budding Christian church, choral music served as the handmaiden of the re-
ligious experience in the expression of the universal mood of prayer and 
in the symbolic portrayal of the basic attitudes of hope, love, awe, and 
humility. 
The Talmud records the careful organization of the Jewish temple choirs 
and the important role of music in Jewish worship. In the temple huge 
vested choirs of Levites sang praises to the Lord to the accompaniment 
of hundreds of instruments .1 
The early Christian congregations continued to alternate the Jewish 
Psalmodio solo with the congregational refrain. 2 Furthermore, in the 
early Christian church the apostles constantly reminded the faithful to 
sing Psalms when they rejoiced and to praise the Lord with music. Thus, 
for more than three centuries in the infant Christian movement, the whole 
assembly of faithful responded to the officiating priest and sang Psalms 
with the clergy. This mass musical participation continued until the 
crystallization o.f' the forms o.f' worship in the early church. 
1 Peter c. Lutkin, 1.bsic in the Churoh (Milwaukee: The Young Churchman 
Co., 1910), P• 56. 
2 c. J. Herbernann and others, ads., The Catholic Encyclopedia 
(New Yorks The Gilmary Society, 1913), Vol. 3, p. 69. 
1 
Although the apostles stated that women should remain silent in the 
church, the congregation was sometimes divided into two choruses, one 
of men, the other of women am children. Each chorus sang a verse of 
the Psa.lJD. after which the two united in singing the refrain. This anti-
phonal style of singing was officially introduced into Rome under Pope 
Damas ius, who was pontiff from .366 - .384, into Milan by St. Ambrose 
(C. J86) and at Constantinople by St. John Chrysostom (C. 390).3 
Processional singing by the masses of people was also common in the 
early days of the church. In order to meet the challenge posed by the 
huge singing processions of Arians, St. Chrysostom organized nightly 
processions of orthodox hymn singers, who carried crosses and lanterns 
while singing with much pomp, thereby counteri.ng the efforts of the 
heretics. 4 
About 150 A.D. in the West and 225 A.D. in the East, the leader of 
the singing was raised to an office with the title lector or anagnost.5 
Because of the large number of lessons to be read there were usually 
several lectors at the smaller churches and a larger number in the 
bigger churches. It is recorded that under the Emperor Justinian the 
choir of the Cathedral of Constantinople numbered one hundred and 
eleven lectors and twenty-five cantors.6 
3 W. J. Henderson, Early History of Singing (New York: Longmans, Green 
and Co., 1921), p. 8. 
4 . 
Lutkin, op. cit., p. 59. 
5 Paul Henry Lug, Music in the History of Western Civilization 
(New York: W. W. Norton and Co., 1941), p. 51. 
6 Loc. cit. 
2 
Later the reading at the services developed more and more in the 
direction of chanting. and the offices of lector and cantor, though dis-
tinctly separate in the first centuries of the church, tended to merge. 
To train the lectors for their duties in the church, scholae lectorum 
or lectors' schools were instituted. A primicerius directed the schola 
and ecclesiasti~al tutors provided the instruction. These schools for 
lectors enrolled both men and boys, who upon graduation very often were 
vested with ecclesiastical honors. In fact, most of the church digni-
taries passed through the lector schools during the early stages of 
their clerical education. The Second Council of Orange (529) and the 
Second Council of Toledo (531) decreed stringent regulations with re-
gard to the lectors. 7 
4s the reading of the epistles and Old Testament alternated with 
songs, the role of the cantor grew in importance. With the development 
of' the liturgy. lmlsic formed an increasingly more important part of the 
service. Each member of' the church body was impelled to join in active 
praise according to his musical ability. There evolved an elaborate 
dialogue between the priest and congregation. Scripture lessons were 
read by the clergy, and there developed in this connection musical 
formulas for singing them. At first, simple refrains were slm.g by the 
congregation. and the more elaborate melodies were sung by the oantors. 8 
7 Lang, loo. cit. 
8 Winfred Douglas • Church Music in History and Practice (New Yorks 
Charles Scribner's Sons. 1937), p. 27. 
3 
By the fourth century the liturgy began to take definite form. To 
promote the beauty of the service and to preserve the dignity and 
solemnity inherent in the praise of God, the church fathers realized the 
necessity for a more refined and artistic rendering of the songs. The 
massed singing of the liturgical refrains by the congregation at times 
bordered on sheer noisiness, confusion, and disorder. There were in-
stances of hand clapping and dancing as sometimes found in the Oriental 
and Coptic churches. Indeed the musio, still in its developmental stages, 
was at times ecstatic and improvisatory in character. 
As the liturgy solidified, certain of the nnre elaborate choral re-
sponses were assigned by the Council of I..aodicea (343-81) to the choir 
in order to give the arts their proper place in the service and to en-
courage the development of a special musical body whose responsibility 
it would be to provide the artistic and skillful singing of the inoreas-
ingly more elaborate and difficult church music. In the thirteenth 
Canon of the Council it was decreeda "Besides the appointed singers 
who mount the ambo and sing from the books, others shall not sing in 
the church. " 9 
These cantors are also mentioned in the apostolic canons (XIX, XLII, 
LXI), in the EpistlB of St. Ignatius to the Church of Antioch, in the 
Fourteenth Canon of the Council of Chalcedon, and in the Seventy-Fifth 
Canon of the Sixth Cou.noil of Constantinople. The latter laid down 
rules for the manner of singing and proper behavior of the oantors. 10 
9 Erwin Esser Nemmers, Twenty Centuries of Catholic Music 
(llilwaukee 1 The Bruce Publishing Compaey, 1949), P• 9. 
10 James E. Millard, Historical Notices of the Office of Choristers 
(Londons Joseph Masters, 1848), p. 19. 
4 
The singers were required to acquaint themaelves with the song of 
the church and to sing with gravity "in such a manner as tended most 
to edification.1111 At their installation they were vested and received 
a blessing. In many cases they were considered part of the clergy being 
ordained by a presbyter., who at the investiture repeated the well known 
words prescribed by the Canon of the Fourth Council of Carthage 1 "See 
that thou believest in thy heart what thou sayest with thy mouth; and 
12 
approve in thy works what thou believest in thy heart.• St. Ambrose 
was the first to organize robed choirs in the church. 
The non-liturgical music, which included hymns and some Psalmody and 
responses, was retained by the congregation. Although the music of the 
formal church service became more and more the function of the choir., 
congregational participation was channeled in other directions. As 
ceremonies multiplied and religious festivals increased., hymn singing 
was stimulated., and songs for use in processions, pilgrimages, dedi-
cations, and other celebrations came into existence. In mny places 
the people of the congregation knew these hymns and songs of worship 
by heart. 
As the role of the choir and cantors grew., it became increasingly 
more necessary to provide adequate training for them. Hence there 
was brought into existence the Schola Cantorum or singing school. 
11 John Belcher., Lectures on the History of Ecclesiastical Music 
(Londona Unwin Brothers, 1872)., p. 42. 
12 Loc. cit. 
5 
During the pontificate ot Pope Sylvester (314-35) there was instituted 
13 
a company ot singers under the nane Schola Cantorum. Song schools 
were set up in Syria and Egypt., and in the fifth century trai:nad singers 
14 
of Syria were employed as cantors in Italian churches. Pope Sixtus 
(432-40) established a monastery whose main function was to practise 
Psalmody each day; and Pope Leo the Great (440-61) founded another body 
of singers whose duty it was to furnish the liturgical prayers and songs 
16 tor the Papal church. Hilary II (461-8) ordained that the pontifi-
cal singers., a group of seven with the rank of subdeacon., live in a 
16 
community. This body was responsible for the music wherever the 
bishop of Rome celebrated. There is also record of a song school in 
Carthage about the end of the fifth century. This school had as its 
students children who were instructed "in singing., literature., and 
17 
morals." They lived together dedicating their youth to the memoriza-
tion of chan~s and the art of singing. 
Po_pe Gregory the Great, soon after taking office in 590., increased 
the importance of the Schola. Cantorum endowing it with two buildings 
and other lands. near the Church of St. John lAteran in Rom. 18 
13 c. G. Herbermann and others, eds • ., op. cit., Vol. 14., P• 29. 
14 Marion Bauer and Ethel Peyser, Music Throu~ the .Ages (2nd ed., 
rev.; New York: G. P. Putnam's Sons, 1946)., P•• 
15 Lang, op. cit., p. 52. 
16 c. G. Herbermann and others., eds., loc. cit. 
17 Millard, op. cit., p. 32. 
18 Lang, op. cit., P• 53. 
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In accordance with the decree of the Concilium Romanum of 595, the 
Schola was to train subdeacons to sing a larger part of the Mass, thus 
relieving the priests of some of their musical responsibilities.19 The 
singers and clergy of the Schola lived and studied together devoting 
full time to their musical art. 
Closely associated with the new institution were the Benedictine Monks 
of Monte Cassino, who had fled to Rome after the destruction of their 
. 20 
monastery by the J..Qmbards in 580 A.D. Because of their renowned musi-
cal tradition the Benedictines were selected as instructors to train the 
youths of the orphanages (orphanotropia) which supplied the new blood 
to the Schola Cantorum. Aleo benefitting from the instruction were the 
allied bodies of singers who served the churches of St. Peter, St. Paul, 
st. Mary the Greater, and St. Lawrence, which was located outside the 
city wa11. 21 
It became customary that those entering the priesthood would be 
given a thorough musical training. In fact, it was in the Sohola 
Ca.ntorum that ma:ny of the Popes were trained. Among those attending 
while preparing for the priesthood were Popes Sergius I, Gregory II, 
Stephen III, and Paul I. 22 
For over eight hundred years the Roman Schola Cantorum had as one of 
its prime purposes the training of the singers for the papal choir. 
19 
. Ibid., p. 63. 
20 Douglas, op. cit., P• 53. 
21 Loo. cit. 
22 C. G. Herbermann and others, eds., op. cit., Vol. 13, p. 547. 
These choristers developed a style uniting technical excellence with 
elegance, and the methodology developed was the model for all of the 
other scholae cantorum which were founded afterwards throughout the 
world. 
Administering this song school was a person of high ecclesiastical 
rank, termed the primicerius. He was assisted by a secundiaerius, who 
usually succeeded him in his office. 23 
The course of study lasted nine years with the curriculum as follows: 
one hour was devoted to the study of intonation; a second hour to the 
practise of trills and ornaments; a third to the practise of scales; 
and a fourth to acquiring beauty and taste of expression.24 In addi-
8 
tion to this technical preparation there was ample instruction in read-
ing neumes and great emphasis on the memorization of a vast repertoire 
of chants and responses. There was also training in liberal arts sub-
jects. Such a rigid training schedule, lasting almost a decade and 
supplemented by practical work in church, assured a high degree of pro-
ficiency. 
These long and continuous hours of study and practise were under the 
direction of four masters of chant, called paraphonists, who taught 
both the theoretical and practical phases of the curriculum. Since the 
art of printing had not been developed, usually but one book was available. 
23 Marie Pierik, The Spirit of Gregorian Chant (Boston: McLaughlin and 
Reilly Co., 1939), p. 23. 
24 Arthur Mees, Choirs and Choral Music (New York: Charles Scribner's 
Sons, 1911), P• 32. 
This was used by the paraphonist. Hence the students learned the 
music by ear. The pitch was communicated by means of' the monachord. 26 
Pope Gregory1 himself, instructed the students from time to time. Even 
in his illness he used to direct the singing from his couch. 26 
In accordance with the tradition established in the early church, 
there were no instruments used to accompaey the singing. The para-
phonist indicated his directions by the art of oheironomy, a sensitive 
and graphic combination of movements intended to indicate pitch and 
rhythm. 
The best potential singers from the various churches in Rome were 
selected for the Schola Cantorum. After their admission, these pupils 
lived in the dormitories established by the Pope. Some of' the boya 
served as pages and helpers of the pontifical household. All of the 
boys and men were required to have their heads shaved and were pro-
vided with chasubles. Both their selection and training were rigorous. 
However, the power and flexibility of' their voices along with the per-
feet legato style of singing were indeed the reward of this arduous 
life. Needless to say, the singing of the Roman Schola Cantorum was 
unquestionably the model which all subsequent soholae emulated. 
Many of the alumni of the Schola Cantorum were sent out to various 
parts of Europe to instruct others in the correct rendition of the 
Gregorian chant and to teach the approved methods of singing. By the 
25 Henderson, op. cit. 
26 Marie Pierik, The Spirit of Gregorian Chant (Boston: Mclaughlin 
and Reilly eo., 1939), p. 23. 
9 
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year 1000 the Gregorian system had been adopted almost everywhere to 
the exclusion of the Gallican and Mozarabic chant. 27 
At the time of the transfer of the Papal See from Rome to Avignon in 
1300, Innocent IV did not take the Schola Cantorum with him. However, 
he provided for its welfare in Rome by endowing it with properties and 
revenues. Clement V (1305-14) formed a new choir at Avignon staffi~B 
10 
it \<,rith singers from France and the area norA embodying the Low Countries, 
thus breaking the early precerlent that the Papal Choir would accompany 
the Pontiff to any place where he might hold station.28 When Gregory XI 
(1370-8) returned to Rome, he brought the nel'r choir with him amalgamating 
its members with those of the ancient Schola Cantorum. 
i.Jilhen the Roman missionaries went to England, they endeavored to teach 
the Anglo-Saxons the chant anrl music of the liturgy. Thus the tradi-
tiona of the Roman Schola were transplanted to Great Britain at an early 
date. In 597 St. Augustine, accampanierl by some forty monks, crossed 
Gaul and landed in Kent. Bede records that this body of singers ad-
vanced toward King Ethelbert of Kent solemnly processing and singing 
. 29 
the Gregorian antiphon "Deprecamur te Domine." It was there at 
Canterbury that the first English Schola Cantorum was founded. This 
musical center became the fountainhead of Gregorian chant and vocal 
technique for all Britain at that time. 
27 C. Henry Phillips, The Singing Church (London: Faber and Faber, 
Ltd., 1943), p. 27. 
28 C. G. Herbermann and others, op. cit., Vol. 14, p. 29. 
29 Dom Gatard, Plainchant (LonGan: The Faith Press, Ltd., 1921), p. 37. 
Cantors were sent out to other parts of the country while others arrived 
from the North in order to stuqy music with Gregory's disciples.3° 
The Roman musical traditions were further aided by schools established 
by Paulinus, first Archbishop of York (C. 627), and Putta, Bishop of 
31 Rochester (C. 667). In the late seventh century at the inducement of 
St. Wilfred, two Canterbury singers, namely, Eddi and Eowan, were sent 
to Northumbria to establish song sohools.32 About 680, at the request 
of Benedict Biscop, Pope Agatho sent John, Archiohanter of the Papal 
Chapel to England to bolster the assimilation of Gregorian chant and to 
improve the quality of the singing. Abst of his ·work was done at the 
Mo:nastery of Wearmouth (C. 674). which became a ·renowned center of plain 
che.nt.33 
Throughout the Middle Ages. English teachers of the chant were also 
sent in the other direction to Rome to study and perfect their art. A 
later exchange of instructors occurred after the Norman Conques.t when 
chanters from French sillging schools were brought to England to assist 
in keeping the melody in a state of purity.34 
Other musical centers were established in England. Noted monasteries 
35 included Jarraw (founded in 682). Malmesbury at Essex, and Glastonbury. 
30 Sidney H. Nicholson, Quires and Places Where They Sing (londonc 
G. Bell and Sons, Ltd., 1932), P• 23. 
31 Gustave Reese, Music in the lliddle Ages (New Yorke W. W. Norton 
and Co., 1940), p. 121. 
32 Nicholson, loc. cit. 
33 toe. cit. 
34 Marie Pierik, The Spirit of Gregorian Chant (Bostons MCLaughlin 
and Reilly Co., 1939), P• 26. 
35 c. G. Herberme.nn and others, eds., op. oit., Vol. 13, p. 647. 
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Also the cathedrals of Salisbury, Hereford~ and Worcester became schools 
of music, where as muoh as was then known about the art was thoroughly 
taught. 36 Not only did these schools provide practical instruction but 
they developed theorists who spent long hours of time in connnitting their 
subject matter to writing. Furthermore, it should be stated that from 
these humble song schools sprang maey of the famed Engl~h preparatory 
schools and colleges of later days. 
The monastery song schools, in addition to training the older men~ 
admitted youths, "child-monks~" as it were, who devoted their early 
life to praising God in song. These boys were the early representatives 
of the English boy chorister. An account of the boy's school lif'e at 
Waltham Abbey about 1177 is as follows 1 
"A most copious spring of learning and instruction flowed from 
that Peter (the instructor) ••• for besides reading and composition 
of letters and verses, singing was no less learnt and practised in · 
the church; and a well-devised difference from the usual habit of 
boys was, that they walked, stood, read, and chanted like brethren 
in religion and whatever had to be sung at the steps of the choir 
or in the choir itself~ they sang and chanted by heart~ one or two 
or more together, vri thout the help of a book. One boy never looked 
at another, when they were in their places in the choir except 
sideways, and that very seldom, and they never walked about the 
choir to carry copes or books or tor any other reason, always re-
maining in the choir unless sent on an errand by their naster. As 
if walking in procession, from school they go to the choir, and on 
leaving the choir go to school like canons gettiDg up in the night 
for servioe.n37 
From this and other services it is evident that the chorister's training 
was arduous and the discipline severe. 
36 John s. Bumpus~ A History of English Cathedral Music (Londonc 
Laurie, 1908), Vol. l, p. 18. 
37 Leach, The Schools of Medieval England (Methuen)~ p. 94, as 
quoted in Sidney H. Nicholson, ~uires and Places Where They Sing 
(London' G. Bell andSons, Ltd., 1932), p. 24. 
12 
The choirboys at Salisbury were employed in both the performance and 
. ceremonial of the service. As was the custom, they were under the 
charge of a precentor. During the service the boys usually stood sing-
ing much of the time. A senior boy was often responsible for certain 
parts of the ceremonial while the other senior choristers acted as 
38 thurifers and cross-bearers. 
The monastic boys' choir school was sometimes an almonr,y school. The 
almoner, whGse official duty it was to distribute food and gifts to the 
poor at the monastery gates, often upon accepting boys into the monas-
tery appoiRted them to the office of chorister. Provision was made for 
their board and education. This is in contrast to the secular churches 
and cathedrals, where oftem the boys lived at home or were lodged at 
the homes of the canons. 39 The almonr.y schools were largely concerned 
with purely melodic music since hamony had not as yet e:volved. Just 
about everything had to be memorized since the line and staff had not 
as yet been introduced. In addition, all manuscripts with thousands 
of neumes were copied by hand. Thus, because of the large amount of 
music used during the year, its memorization must have been a sizeable 
task in itself. 
In Scotland about 1200, there also developed 11Sang Scuils. 11 At least 
one flourished in almost ever,y cathedral city. There seems to have 
been, in addition to the singing lessons, instruction in instrumental 
music. Along with the English song schools these iastitutions suf-
fered considerably during the Refomation. 
38 
· Nicholson, op. cit., p. 24. 
39 Ibid., P• 27. 
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Many of the English schools were destroyed during the reign of 
Edward VI. In fact_. few monastery schools survived the Reformation. 
The cathedral and collegiate schools fared somewhat better .. however. 40 
From the very first Christian body of singers_. the use of' instruments 
was limited. Although there were occasions when instruments were em-
ployed_. the Roman Schola Cantorumhad never used them. S.imilarly_. 
during the Middle Ages in England_. the a lmonry choristers and bodies 
of' monks were seldom accompanied by instruments. The Venerable Bede, 
representing the official church viewpoint on this matter, oalled in-
strumental music "artificial" and vocal music "natural." This cl.assi-
41 f'ication persisted until the eighteenth century. 
Aa the cathedral choir began to develop, the precentor or choir-
master governed and presided as its leader. Later it was thought unfit 
that an ordinary chorister should govern as well as act in a technical 
capacity, and so the of'f'ice of' dean was created. The term dean implied 
the right to preside over ten subordinates. These in their corporate 
capacity were called the chapter. To the Il"ecentor in the Black Book 
ot Lincoln Cathedral was assigned the responsibility f'or the choir 
schoo1. 42 To this precentor was given the duty "to note the singers 
40 Oscar Thompson, ed ... The International Cyclopedia of' Music and 
MUsicians (5th ed ... New Yorks Doda, Mead, and eo., !949), p. 1769. 
41 Bauer and Peyser, op. cit ... p. 49. 
42 A. Hamilton Thompson, "Song Schools in the Middle Ages," Church 
Music Society: Occasional Papers (London: Humphrey Milford, 1942), 
p. 12. 
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in order on the board and the teaching and discipline o:f the boys and 
their appointment and admission as members o:f the choir. tt43 
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at Lincoln. St. Paul's and other cathedrals the precentor had a deput,y. 
the subchanter or succentor. .A.t York there were two - the succel:Itor 
major and the succentor o:f the vicars • who was head o:f the college o:f 
vicars choral. 44 
The vicars choral were the backbone of the cathedral services corre-
sponding in number to the canons o:f the church. Each was presented by 
his principal to the dean and chapter :for admission to the choir. When 
the canoDS were not available to sing. the vicars • their deputies • were 
on hand. In the later Middle 4ges there was a trend to employ lay 
clerks. singing men with special talent. The vicars at this time were 
in the priesthood holding rank as priests. deacons, or stibdeaqons. 45 
They were subject to rigid voice tests. 
The precentor in the monastery was also the armarius or librarian. 
In the parish churches during the Middle Ages • however, he was not in 
the priesthood. He was merely the head o:f the choral staff. a secular 
clerk. 
It seems that the behavior c:f the chanters at times left something 
to be desired. In 1437 at Lincoln Cathedral, the vicars and lay clerks 
o:f the second :form. that is the row o:f seats above the choirboys, 
43 Loc. cit. 
44 Thompson. op. cit., P• 14. 
45 Ibid. • P• 17. 
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ttleft their seats during the hours and even when Mass was going on, 
wandering in the church and outside at lauds, chattering with the lay-
folk, not returning until it was tine for the Banedictus at Lauds and 
in the meantime leaving the Psalms and antiphons to two or three vicars 
on either side of the choir. "46 
In addition to the early development of choirs in Roll8 and the trans-
plantation and flowering o£ the tradition in England, there was signi£i-
cant progress elsewhere in Europe during the Middle Ages. Switzerland, 
to use modern geographical designation, could boast two famous centers 
of' musical activity - the Monasteries of' Reichenau and St. Gall. The 
former, situated on an island in Lake Constance, contrary to the Roman 
tradition employed musical instrwnents to accompany the chanting. A 
47 band noted f'or its excellence was developed there. More specifically, 
48 the monks learned the organ, harp, f'lute, cithara, lyre, and trumpet. 
At St. Gall, situated at Steinachthal near Lake Constance, was de-
veloped one of' the most famous music schools and boy choirs in ~dieva 1 
Europe. 49 Founded in the seventh century, its importance as a musical 
center steadily increased, aid it became famous particularly as a 
place where the purest traditions of' Roman Chant were taught and 
50 practised. 
4 6 Hamilton, op. cit., p. 25. 
47 Mees, op. cit., p. 35. 
48 Ibid., P• 27. 
49 Grace O'Brien, The Golden Aie of German MUsic and Its Origins 
(Londonc Jarrolds Publishers, Lt ., l953), p. 16. 
50 Edward Dickinson, Music in the History of the Western Church 
(New Yorke Charles Scribner's Sons, 1903), p. 118. 
Schubiger, in "Die Sangerschole St. Gallens vom 8 to 12, Jahr-hundert," 
speaks of the well developed methods of devotional song in use there. 
The monks sang all of the Offices in complete form from the Venite 
Exultanrus Domino at midnight to the Evening Prayer of the next day. The 
abbot set infinite value on the beauty of the music. Indeed in regulA-
tiona of the monastery "distinct pronunciation of words and uniformi~ 
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of rendering are enjoined and hastening or dragging the time sharply 
rebuked.n51 Each chant was treated according to its particular character. 
For instance, a profound and mournful rendition of the Office for the 
Dead; a tender and sweet singing of the Kyrie and Agnus Dei; a digni-
fied chanting of the Alleluias, Antiphons, and responses. 52 The choirs 
were required to give a strict, euphonious rendering of the music. Dis-
tinctness and exactness were demanded of all singers especially in matters 
of rhythm and puri~ of intonation. 
Many noted teachers, theorists, and composers were connected with the 
choir at St. Gall. Among them were Marcellus, an Irishman; Tuotilo 
(d. 915); and the better known Notker Balbulus (d. 912), author of the 
sequence. As at Reichenau the playing of instruments was encouraged, 
and opportunities for their study were provided. The choir of the 
monastery on festival days was supported by an orchestra of harps, 
flutes, cymbals, seven-stringed psaltery, triangle, bells, and organ.53 
The monks of St. Gall were most thorough and seriol,lS about their music. 
51 Dickinson, op. cit., p. 120. 
52 Loc. cit. 
53 Mees, op. cit., p. 35 
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These singers considered the chanting of the Divin~ Office as a sacred 
duty. the highest of vocations, if not the supreme object of their lives, 
and, needless to comment, the spirit was reflected in truly inspired 
choral music. The widespread and skillful use of musical instruments in 
Switzerland did not appear to have a significant effect on the traditions 
of other parts of Europe. The concurrent development of choirs in Europe. 
however, was of high standard. 
In the territory which in modern times embraces Germany the medieval 
monastery of Fulda, established in 744, developed an excellent choir 
and high musical standards. Rhabanus ABurus, a pupil of Alcuin at 
Tours, raised its standards considerably in the ninth century. 54 The 
monasteries of Rheinau, Wurzburg and Einsiedeln also becane musical 
centers. Cathedral schools were founded at Cologne • Jidnz, Magdeburg, 
Ratisbon, and Halberstadt. 55 
Although John the Deacon, biographer of Gregory the Great, felt that 
the Germans of this period produced rough, harsh tones, he attests that 
they were active musically. The singing schools of Germany were often 
administered and inspected by singers trained in the Roman Schola 
tradition. 56 
Pepin, ruler of the Frankish Empire, was very much interested in 
church music. His interest was not entirely aesthetic, however, for 
he saw the Gregorian chant as an instrument with which he could 
54 O'Brien, .-op. oit., P• 27. 
55 Loc. cit. 
56 MBes, op. oit •• p. 78. 
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culturally and hence politically unify his kingdom. In 759 Pepin 
founded the Cathedral Choir School at Metz. This school later achieved 
great renown.57 St. Chrodegang was placed in charge of this school, and 
.58 he strictly imposed the Gregorian system on his canons. This school 
had a marked influence on the Monastecy at St. Gall. Other schools were 
founded in Scissons and Aix-la~Chapelle. Also the Cathedral Choir Schools 
of Laon, Utrecht, Chartres, and Rheims were established during this per-
iod.59 Representatives from the Papal Schola Cantorum were sent from 
time to time to supervise instruction . in the growing number of choir 
schools, which were termed in France - Maitrises. 
Pepin's son, Charlemagne, also promoted church music. He followed 
closely the activities of his chapel choir and caused a full course of 
instruction in plainchant to be given in his Palatine school which was 
modelled after the Roman Schola Cantorum. 60 Palace schools were estab-
lished in several other towns also, the most important at Aachen. 
Scholae were also instituted at this time in connection with the great 
diocesan churches of Lyons and Treves.61 In an edict of Charlemagne it 
was directed that schools of reading boys (legentium puerorum) be formed. 
57 O'Brien, op. cit., p. 17. 
58 Gatard, op. cit., p. 38. 
59 Lang, op. cit., p. 68. 
60 Gatard, op. cit., p. 38. 
61 Marie Pierik, The Song of the Church (New York: Longmans, Green 
and Co., 1947), P• 94. 
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These schools taught Psalms, arithmetic, and grammar.62 The,y appear to 
have been a later variation of the Roman scholae lectorum. 
Despite the emphasis on musical instruction in France it appears that 
when Charlemagne took his chapel choir to Rome for Easter of 787, he was 
somewhat disappointed at their rendition of the Chant. It was at that 
time that Charlemagne admonished his choir saying: "Return to the source 
of St. Gregory; for you have obviously corrupted the church's chant."63 
Pope Adrian provided Charlemagne with two singers from the Roman Schola 
Cantorum, Theodore and Benedict. One was sent as an instructor to the 
school at Metz; the other was dispatched to Scissons. Choirmasters 
from all over the Empire 1rrere required to come to these centers for 
instruction. They brought their antiphoners for correction and spent 
time in learning the methods of the Schola Cantorum~ Charlemagne sent 
supervisors out to these schools to see that his instructions were 
carried out, and the Gallican Chant was finally replaced by the Gre-
gorian Chant during this time. Cha.rlemagne' s successors took less in-
terest in choirs and music generally, and the court schools came to a 
period of decay. The Benedictine monasteries, however, took their 
place as centers of learning and music. 64 
In the monasteries, the choirs developed the rendition of liturgical 
music to a high degree. The monks devoted themselves not only to learn-
ing the chant but to voice training and musical theory. It was in the 
62 Millard, op. cit., p. 38. 
63 Gatard, op. cit., p. 39. 
64 O'Brien, op. cit., p. 20. 
monasteries of France that part singing was developed - first parallel 
and later oblique and contrar,y motion. The introduction of the art of 
discant dema.n:led that the singers have a large degree of skill, musical 
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taste, and sound musicianship. The exacting courses of the schools made 
ever,v singer to some extent a composer. 65 The ¥Aitrise at Notre Dame 
under Leoninus and Perotinus was perhaps the leader in the development 
of organum. 
In promoting the art of discant French Maitr.ises, first established 
in the sixth centur,y, became by the twelfth century superior institu-
tions. The French Royal Chapel, organized by Pepin tn 752 became at 
the command of Philip IV (1285-1304) a body of model discanters. Its 
members were famed for their ability to extemporize. In addition to 
the singer's inventiveness, judgment, and technical skill became in-
creasingly more important. 66 
It was the monasteries in the later Middle Ages, with their prac-
tical plan of organization, their choirs and choir schools, that 
diffused liturgical choral music and assured its continuation as an 
integral part of the devotional and intellectual life of the church. 
Despite all of the political turmoil and social upheaval, the maitrises 
of many a monastery preserved the ideals and advanced the literature 
and method of rendering religious choral music. 
65 Henderson, op. cit., p. 23. 
66 Hees, op. cit., p. 47. 
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CHAPTER II 
SUBSEQUENT DEVELOPMENT OF CHOIRS AND CHOIR SCHOOLS IN GREAT BRITAIN 
Prior to the Reformation, English choirs and choir schools were well es-
tablished and in some cases highly developed in the monastic churches. 
This was also true, to a lesser degree, of the secular churches. Another 
type of choral institution which was in existence before the Reformation 
was the princely chapel choir. These choirs were maintained by the roy-
alty and they were not affected by the suppression of the monasteries at 
the time of the Reformation. Since they were liberally supported, the 
princely chapel choirs attracted the best musicians and they provided 
leadership in choir development when the choir schools of the monas-
teries were abolished. 
There is evidence that the Chapel Royal in En&land was in existence 
.as early as 1135.1 However, the Chapel first began to achieve real 
prominence at the time of Henry VII. In fact, from about 1500 onward 
the Chapel Royal became more and more the chief rallying point for 
English musicians in addition to its being a model and incentive to 
cathedral and private establishments. 2 
The Chapel Royal was the term signifying the religious and musical 
establishment of the King. Whenever the sovereign traveled in state, 
he took the Chapel Royal with him, it being the duty of the Chapel to 
1 Albert E. Weir, ed., Encyclopedia of Music and Musicians 
(New York: Macmillan Co., 1938), p. 317. 
2 Waldo Selden Pratt, The History of Music (New York: G. Schirmer, 
Inc., 1935), P• 142. 
sing the daily services wherever the King happened to be in residence. 3 
For instance 1 the Chape 1 Royal was in attendance at the meeting on the 
Field of the Cloth of Gold between the English and French sovereigns. 
The French Royal Choir was also present. The Archbishop of York cele-
brated the Mass. the introit being intoned by the magnificently robed 
si.Ilgers of Henry VIII. other parts of the Mass were sung by the French 
Chapel Royal. It was agreed that when the English choir sang,. the organ 
accompaniment was to be played by the French organist. and conversely 
the English organist would accompany the singing of the French choir. 
When the English sovereign was in residence at one of the palaces,. 
the services were SUDg in the private chapel attached to it. In Tudor 
times there were chapels at Greenwich and Whitehall. HOwever, in recent 
years~ St. James' Palace in London has been the headquarters of the 
Chapel Royal. St. George's Chapel~ although situated in the Royal 
Castle of Windsor. has always been an independent foundation and was 
never served by the Chapel Royal. 
The earliest record of the choristers or "Children of the Chapel" 
4 -
dates from the reign of Henry V. The chapel post of master of the 
children was created in 1444, and John Plummer became the first naster 
to hold that position. Succeeding masters included Henry Abyngdon 
(1455-78); Gilbert Banastre (1478-86); Lawrence Squire (1486-93); 
William Newark (1493-1509); and William Cornysh (1509-23). 5 
3 Eric Blom, ed. 1 Grove's Dictionart of Music am Musicians 
(5th ed.; Londons Macmillan and eo •• L d., 1954),. p. 601. 
4 Loc. cit. 
5 Gustave Reese, Music in the Renaissance (New Yorks W. W. Norton 
and Co •• Inc., 1964), p. 767. 
Edward IV (1441-83) maintained a sizeable Chapel Royal. It consisted of 
twenty-four singing men and eight children; also a Confessor to the House-
hold. The children "had daily amongst them two loaves, one masse of great 
6 
meate, and two galones of ale." 
In 1487 the Chapel consisted of twenty men and ten boy choristers in 
addition to the master. Under Henry VIII, the Chapel was greatly aug-
mented to seventy-nine members, and Edward VI's further expansion of the 
Chapel increased it to one hundred and fourteen. 7 It is interesting to 
note that although the Reformation destroyed or handicapped many English 
musical institutions, the Chapel Royal not only continued in existence 
but it prospered greatly • . 
It was the custom during the 1500's for the King to empower the master 
of the children to travel throughout England to ·seek outstanding boys 
for the Chapel Royal. Even forcible abduction of choirboys after the 
methods of the press gang was used. This oan be traced back to the 
reign of Richard III. 8 The following is a patent given to Richard 
Edwards, Jraster or the Children in 156ls 
"To all mayores sherirs boyliefes oonsta bles and all other our 
orficel's gretinge. For that it is mete that our chappell royall 
should be rurnysshed with well singing children from tyma to tyme 
we have and by these presentes do authorise our welbeloved servant 
Richard Edwardes master of our children of our sayd Chappell ••• to 
take as manye well singinge children as he ••• shall thinke mete in 
ehathedrall and collegiate churches as well within liberties as with-
out this our realme or England whatsoever they may be. And also at 
6 Arthur Mees, Choirs and Choral Music (New Yorks Charles Scribner's 
Sons, 1911), p. 72. 
7 Eric Blom, ed., op. cit., p. 177. 
8 Sydney H. Nicholson, Quires and Places Where They Sing 
(Londons G. Bell and Sons, Ltd., 1932), P• 28. 
tymes necessaire, houses, boates, barges, cartes, and carres, as for 
the conveyance of the sayd children as well by lande as water at our 
prices ordynarye to be redely payed when they for our service shall 
remove to any place or places ••• Wherefore we will and command you 
and everie of you to whom this our comyssion shall come to be help-
inge aydinge and assistinge to the uttermost of your powers as ye 
will answer at your uttermost perylles. n9 
Although some of the choristers were recruited in this unpleasant 
manner, it should be pointed out that many special privileges not ordi-
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narily accorded to choristers in the churches and cathedrals were extended 
to these children of the chapel. They were boarded, lodged, and schooled 
under relatively good conditions at the royal palace. After the boys' 
voices changed, the King usually provided them with higher education at 
Cambridge or Oxford. Very often in manhood they returned to the Chapel 
Royal as Gentlemen of the Chapel, a title by which the adult members of 
the choir were described. Two of the boys whose voices had mutated have 
traditionally been employed as "Yeomen of the Chappelle," also called 
Epistoleres, their duties being to read the epistle,to prepare the altar, 
and to care for the song books and surplices. 10 The training at the 
Chapel Royal must have been on a high plane of excellence in the early 
sixteenth century for a Venetian ambassador visiting the court of King 
Henry VIII had the highest praise for the choral work comparing the 
11 
choir to that of St. Ml.rk's in Venice. 
During the Elizabethan period (1658-1603) the Children of the Chapel 
Royal, in addition to their sacred choral work, played a very important 
9 Nicholson, op. cit., p. 29. 
10 Nicholson, op. cit., P• 31. 
11 Mees, op. cit., P• 15. 
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part in the development of English music drama. At this time with the 
promulgation of the new English Prayer Book, the emphasis on the Choral 
Eucharist in the Chapel becam more pronounced also, and the singing 
of the communion service became one of the choir's better known accom-
plishments •12 Some of the musicians associated with the Chapel Royal 
during this period included Tallis, B,yrd, MOrley, Bull, Robert Parsons, 
Tye, and Munday. Indeed, mst of the best composers of the sixteenth 
century held positions as Gentlenen of the Chapel. Very often, part of 
their duties in the Chapel included the composition of naterial to be 
sung there. 
During the latter part of Elizabeth's reign, the Chapel sang a larger 
and larger proportion of music which was primarily secular in character. 
This tendency contributed to the lowering of the standards of the music 
of the services at the Chapel Roya1. 13 During the closing years of the 
sixteenth century there was a secular trend in the type of music done 
at the Chapel and not enough attention to music 'a role as an aid to 
devout worship. Elizabeth loved magnificence per se in her musical 
establishment, and in close association with the Chapel masters, she 
nade particular efforts to bring together in the Chapel s orne of the 
finest voices in the realm. The practise of draftiDg some of the 
outstanding boy choristers from churches and cathedrals throughout 
lZ · Pratt, op. cit., p. 143. 
13 Paul Henry Lang, llusio in the History of Western Civilization 
(New Yorks W. W. Norton and Co., Inc., 1941), p. 28~ 
England continued during this period. 14 Queen Elizabeth spent 1576 
pounds annually on her Chapel. a very sizeable sum in those days.l6 
As the seventeenth century passed,. the Puritans became more and more 
vocal. They were bitterly critical of church music and choirs. In 
fact,. their iconoclastic zeal increased until at the period of the 
Commonwealth (1649-60),. practically all of the existing choir schools 
were ransacked,. organs destroyed,. and music mutilated. During this per-
iod,. even the Chapel Royal ceased to function. However, at the Restora-
tion in 1660,. Charles II appointed Captain Henry Cooke as Master of the 
Children of the reestablished Cha~l. Since tm choir had been dis-
solved for eleven years,. the voices of the boys who prev~ously had sung 
had long since changed. Consequently, Captain Cooke had to start anew 
with a set of completely inexperienced boys in his efforts to reestab-
lish the choral traditions of the Chapel. In fact, for quite a while 
after the Chapel Royal was reopened, it was necessary to double the 
treble with cornets and mens inging with falsetto quality. 16 At the 
Restoration there were twelve boys who sang in the Chapel Royal. The 
allowance for each lad was thirty pounds per annum. This provided for 
board and education. The choristers' formal schooling at this time in-
eluded the reading and writing of English and Latin in addition to their 
14 James E. Millard, Historical Notices of the Office of Choristers 
(Londons Joseph Masters, 1848), P• 54. 
15 John s. Bumpus, A History of English Cathedral Music, Vol. I 
(Londons Laurie, 1908),. p. 48. 
16 J. w. Westrup, Purcell (LondonJ J. M. Dent and Sons, Ltd., 1937), 
P• 11. 
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vocal training and instrumental instruction. 17 The instrumental instruc-
tion was provided on the lute, violin, and organ. The extent and quality 
o£ the organ teaching was undoubtedly o£ consequence since a number o£ 
the boys o£ the Chapel during the Restoration period later achieved prom-
inence as catheclral organists. Henry Purcell is mentioned in particular 
in this connection. 
The Gentlemen o£ the Chapel of the Restoration numbered thirty-two. 
Of these eight were priests and twenty-four were lay clerks, as singing 
men not in holy orders were termed. In addition there were three organ-
ists and a clerk of the cheque. 18 Captain Cooke maintained strict dis-
cipline both with the boys and the men. R•gular and pt.mctual attendance 
were strictly insisted upon at all times. 
It is interesting to note that the Chapel Royal at this time had more 
men than boys. This is in contrast to the choir of today in which there 
would ordinar.ny be at least twice as many boys as men. This ratio can be 
explained, however, by the fact that the alto part was sung by men in 
falsetto. Furthermore. a few men were designated to double the soprano 
line with a falsetto · quality. 
John Blow and Pelham Humphrey were trained as choirboys in the recon-
stituted Chapel Royal of the Restoration. In adulthood, as Master of 
the Children, Hwnphrey was sent for a time to stuey with Lully. Charles II 
had a preference for the operatic, homophonic music then in vogue on the 
17 Ibid., p. 10. 
18 Purcell, loc. cit., p. 10 
continent~ and Humphrey, a.rter assimilating the style, returned to 
England to teach it to the members of the Chapel.l9 MUsic of a purely 
29 
operatic character. of course, does not lend itself to the dignity and de-
vout nature of a service of worship, and to the extent that this type of 
music gained a foothold, the quality and purpose of the singing of too 
Chapel Royal was affected. Another unfortunate tendency during the 
seventeenth century was the exaltation of the social aspect of the Chapel 
rather than a strong emphasis on its religious purpose. To a certain ex-
tent, this was a trend of the tines_, but it worked to the detrim:mt of 
the standards of the choral worship at the Chapel. 
In the seventeenth century the Chapel Royal set the example of in-
oorporating a second anthem immediately after the sermon. It has been 
suggested that perhaps its insertion could have been motivated ~ the 
necessity of keeping the merry monarch awake. 20 A sizeable orchestra 
wa s also introduced into the Chapel at this period. At first~ its func-
tion was to accompany the choral group doubling the parts lightly in an 
appropriate manner. How·ever, Humphrey and Purcell as 1'Composers in 
Ordinary for the Violins to his Majesty" wrote music which progressively 
elevated the role of the orchestra. As time passed, its function was 
not merely to double the parts but to ornament the singing elaborately 
with a separate accompaniment. Interludes were inserted be"bneen the 
verses of anthems and hymns. Furthermore, ornate introductions were 
played before the anthem. 
19 h~rion Bauer and Ethel Peyser, How Music Grew (rev. ed., New York: 
G. P. Putnam's Sons, 1939), p. 204. 
20 Winfred Douglas, Church Music in History and Practice (New York: 
Char les Scribner's Sons, 1937), p. 144. 
A number of authorities of this period decried the tendency of the 
Chapel to provide acceptable entertainment for fashionable society when 
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it deigned to attend ohurch.21 Indeed the education of choir directors to 
set an appropriate tone to the service of worship through the selection of 
music conducive to the praise of God has continued to the present time. 
Vestments were again provided for the Gentlemen and Children of the 
Chapel of the Restoration period. It was directed that "the Gentlemen 
being decently habited in their gownes and surplices, not in cloakes and 
bootes and spurs, shall come into the chappell orderly together."22 The 
Children of the Chapel were robed with red and gold vestments, similar in 
style to those of the Yeomen of the Guard. The boys also wore black stock-
ings and shoes and mortar boards on their heads, when out of doors. This 
dress for the Children of the Chapel has been retained up to the present 
time. 23 
In recent years the Children of the Chapel have lived in a private 
house rather than in St. James 1 Palace. In 1885, the ten boys of the 
Chapel lived with their master. Thomas Helmore. Daily practise was held 
from 5J30 - 7:00 P.M. The training from that time to the rresent has 
followed large~ the same pattern. Each rehearsal customarily begins 
with the singing of slow scales lightly accompanied. This is followed by 
rapid runs, the key gradually being raised until C above the treble staff 
21 Douglas. op. cit., p. 145. 
22 Nicholson, op. cit., p. 60. 
23 Nancy Wells, The Choirboy (London: Society for Promoting Christian 
Knowledge, 1932). P• 12. 
is reached. llost commonly the vocable "ah" is used. Arter this tuning 
up," the boys sing time exercises and practise solfeggios reading from a 
series of prepared small charts 100unted on wood, the director changing 
them one by one. The boys do some pointing out of notes with their left 
fingers representing the lines of the staff and the spaces between the 
spaces of the staff. 
This completed there then begins the practise of the current service 
music. The Psalms for· the day are first rehearsed. Each boy ordinarily 
sings one of the verses of the Bsalm by himself and the others listen 
critically and are asked to make constructive comments at a later time. 
Then the anthems are considered and are followed by the communion 
service. After these are competently sung, the boys practise the graces 
which they sing before meals, first the ordinary grace, next the Friday 
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grace, and last the Sunday grace. The ancient canon "Non Nobis Domine" 
is always rendered after dinner on Sundays. 24 Usually at this time there 
is also sou lighter music sung in order to provide a change from the 
more serious ~ic considered earlier in the rehearsal. 
The boys are on the monitor system at the Chapel. Hal£ are monitors 
and the other half responsible to them. For llBny years their academic 
education was provided at the palace school. Recently, however, they 
have been attending the Church .Middle Class S.chool at Vauxhall. 
The Chapel at St. James' Palace is a small room in the shape of a 
double cube with small galleries on the sides and the Royal closet in 
24 John s. Curwen, Studies in Worship MUsic (London, J. Curwen and 
Sons, 1885), P• 1. 
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three compartments at one end. Acoustically the Chapel is considered 
good. There are two rows o£ collegiate seats on each side. These to-
gether with other available seats accommodate approximately fifty people. 
Although the Chapel is private, there is room in the chancel for about 
twenty-four visitors. The choir is arranged so that on each side of the 
aisle stand five boys and three or four men - the full choir numbering 
eighteen. Generally, music is furnished for three services on Sunday 
at the Chapel. Its quality has been described by John Curwen. English 
church music authority., as "the best singing in London."25 
In addition to their activities at St. James 1 Palace, the Chapel Royal 
choristers are engaged in singing at the Old Madrigal Society, the West-
ern Madrigal Society, and the Bach Choir. Once a year, on Maundy Thursday, 
the Gentlemen and Children of the Chapel Royal go to Whitehall to join 
its singers in service. The Whitehall Choir, as has been pointed out, is 
a distinct group, and should not be confused with the Chapel Royal singers. 
Not since Tudor days, when the Palace at Whitehall was destroyed, has the 
Chape 1 Royal served there. Several other places have also at times been 
co~trued to be the home o£ the Chapel Royal singers. The Savoy Chapel 
was constituted a "Chapel Royal" in 1773 by King George III., but the 
musical services there were never of major importance. George IV had a 
Chapel Royal at Brighton, and Queen Victoria maintained one at Windsor 
Great Park, but these were secondary "Chapel Royals." 
The choir at the Chapel has for the past eight hundred years been 
generally considered as the standard by which other English choirs have 
25 Curwen~ op. cit., P• 6 
·~ 
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been judged. 26 It has been famed for its sacred choral music as well as 
its activities in connection with royal birthdays~ state funerals 1 and 
other royal occasions. Furthermore, of England's outstanding musicians -
composers, instrumentalists. and vocalists - Thomas Tallis, William Byrd, 
Orlando Gibbons~ Henry Purcell, William Croft 1 Thomas Attwood 1 John Goss 1 
and more recently, Arthur Sullivan1 are just a few of a long list who have 
served this institution. Although the present Chapel Royal does not have 
as much proportionate influence on the English musical scene as it once 
had 1 it has had a much greater effect on the development of church music 
and musicians in England than any other institution. 
Scotland also developed a Chapel Royal although not of such universal 
importance as that at London. The Scotch Chapel Royal can be traced back 
to about 1120 when Alexander I founded the Chapel in Stirling Castle.27 
In the mid-fifteenth century a schola was established in connection with 
the Chapel. Later in 1503, the Chapel Royal served at a collegiate church, 
its body being composed of a dean, sub-dean. sacristan, precentor, sixteen 
singing canons and six trained choirboys • 
At the Reformation in Scotland (1559-60), most of the Scotch cathedrals 
were destroyed. However, the Chapel Royal was unharmed. As the seven-
teenth century passed, the Chapel had an unsteady existence. For a while 
it was housed at Stirling and later at Holyroodhouse 1 Edinburgh. Janes VII 
of Scotland was beneficent in his administration of tlB Chapel. How·ever, 
26 Jeffrey Pulver. 
Instruments (London: 
Music and Musical 
and Co., Lt ., 1923), P• 35. 
27 Blom, ed. 1 op. cit •• Vol. II, P• 180. 
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in 1688 Roman Catholic services were established there~ and a mob of 
people destroyed the building during an outburst of iconoclastic zeal. 
This spelled the end of the Scotch Chapel Royal, which had existed for 
568 years. 
In any discussion of English princely and private sacred choral estab-
lishments, there must be mentioned those maintained by the Archbishop of 
Canterbury and the Bishops of Durham and Winohester. 28 The musical retinue 
of the Earl of Northumberland also was important. The choral work produced 
therein was reputed to be equal in degree to that which obtained in any of 
the cathedrals or monastic churches in the early sixteenth century. 29 
Cardinal Wolsey's establishment was also highly developed even to the 
extent that it was occa.s ionally borrowed by King Henry VIII. In this 
establishment there were a. dean, sub-dean, precentor, gospeller and 
epistoller, ten singing priests, and twelve singing men.3° 
Prior to the Refor,mation~ practically all of the cathedrals in exist-
ence in England, both monastic and secular, established in connection with 
their activities choir schools. Anciently, these choral establishments 
were famed for the thorough instruction and training they provided. This 
was reflected in the excellent singing at the services. The choirmaster 
was called a precentor. In charge of both the men and boys, he was indeed 
an important officer in the pre-Reformation cathedral. He ranked next to 
the dean in authorit,y and was firmly regarded as being tully in charge of 
28 Richard Runciman Terry, Voodooism in Music and Other Essays 
(London: Burns, Oates, and Washbourne, Ltd., 1934), p. 84. 
29 Loc. cit. 
30 John Belcher~ Lectures on the History of Ecclesiastical Jlusic 
(London: Unwin Brothers, 1872), P• 23 
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the singers as were his counterparts the cantor in Germany, the prechantre 
in France, and the primicerius in Italy.31 When the precentor was not 
available to exercise full control of the music, this function was dele-
gated to a minor canon, known as the succentor. The choir in the ancient 
cathedral was composed of the Dean and Chapter, whose primary duty was 
the singing of the daily services. Somatixoos the canons delegated their 
duties to vicars choral, singing men in orders. As tim passed, the 
vicars choral became more and more the mainstay of the cathedral services. 
They corresponded in number to the canons of' the cathedral. A.t each 
vicar's in:vestiture~ he was pres~nted by his canon to the Dean and 
Chapter for admission. When the canons were not present, the vicars were 
on hand to replace them in the choir. After the Reformation, because of 
the abolition of the monastic establishments, the ecclesiastical choir 
was generally replaced by the lay choir. There was a greater tendency to 
employ lay clerks, singing men chosen for their· vocal talent usually after 
a rigorous voice audition. 
At the Reformation with the dissolution of the monasteries, abbots were 
executed and property expropriated. The monastic cathedrals were severely 
affected. Between 1536-40, all of the monastic establishments, some 600 
monasteries and convents, suffered dissolution. The almonry schools con-
nected with the monastic cathedrals were attended by not less than one 
thousand choirboys., who received their lodging and education therein. 
32 These were disbanded. 
31 L. J. De Bekker., Black's Dictionary of Music and Musicians 
(London: A. and c. Black., Ltd., 1924), p. 519. 
32 Leach, The Schools of M:ldieval England (London: Me thuen and Co., Ltd.), 
p. 230. 
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This outbreak o£ iconoclastic zeal wrought havoc with the choral ser-
vices and musical traditions o£ these cathedrals. Some of these monastic 
institutions were reconstituted as diocesan cathedrals, known as Cathedrals 
o£ the New Foundation with statutes issued under the authority o£ King 
Henry VIII. Some prominent cathedrals so reestablished included Canterbury, 
Winchester, Durham, Oxford, Chester, Gloucester, Worcester, Rochester, 
Norwich, Ely, Peterborough, aDd Carlisle.33 The precentor in the New 
Foundation Cathedrals was a minor canon comparable in station to the suo-
cantor of pre-Reformation days. The choir men were termed lay clerks 
rather than vicars choral, as the priestly singers were designated before 
the Reformation, and the organist.~s station was elevated to a freehold 
position in the New Foundation Cathedral. 
York, Lincoln, Exeter, Hereford, and others were secular cathedrals and 
at the Reformation their status remained unchanged. This group of secular 
cathedrals came to be known as Cathedrals of the Old Foundation. 
Macy organs were destroyed or a ban.doned in the middle of the sixteenth 
century, and orchestral accompaniment of choirs was frequently substituted. 
Muoh artistic music was condemned, and there was a trend toward simple mel-
ody and English rather than lAtin text. The Merbeoke communion services 
appeared around 1549, and their plain but not ineffective style is well 
known. With macy of the better choir schools closed, part singing waned. 
In the parish churches the one-line melodies of the Psalms and hymns were 
33 Edmund H. Fellowes, English Cathedral Music (London: Methuen and Co., 
Ltd., 1941), p. 6. 
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o.rten taught line by line ("lined out") by the precentor during the church 
service.34 
During the latter part of the sixteenth century, choirs did not gain 
much ground. In fact, there was a deemphasis on music as an art in wor-
ship. The Puritan movement was swelling at the beginning of the seven-
teenth centur,y, and as time passed, Puritan opposition to music in church 
increased. Choir practises were rare, and the musical repertory was re-
duced greatly.35 Absentee Deans and Canons were the rule rather than the 
exception, and the activit,y of many choir schools ground to a halt. Only 
Durham, Exeter, and Worcester Cathedrals seem to have maintained aocep-
table standards of music. The Choral Eucharist continued at this time 
to be celebrated at these three cathedrals.36 In many churches not only 
organ accompaniment but instrumental aooo_mpaniment was also abolished. 
Vestments were curtailed, and during the Co:rmnonwealth only the simplest 
form of singing survived. 37 4t Westminster Abbey in 1644 "they brake 
down the organs, and pa~d the pipes at several ale-houses for pots of 
ale. They put on some of the singing men's surplices, and ran up and 
down the church; he that wore the surplice being the hare and the rest 
the hounds.•38 
Indeed it was fortunate for the future of choirs and choir schools in 
England that the reign o£ the Roundheads was not long enough to destroy 
34 Ruth Pushee, ~ic in the Religious Service (New York: Fleming H. 
Revell Co., 1938}, P• 35. 
3S Nicholson, op. cit., P• 50 • . 
36 Loc. cit. 
37 De Bekker, op. cit., p. 107. 
38 Nicholson, op. cit., P• 43. 
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all of the choral traditions. At the Restoration in 1660, musio was once 
again sanctioned in the Church. Charles II, setting an example with his 
Chapel Royal, reinstated the choir and choir school and emphasized the 
importance of music in the services. However, the status of music in the 
cathedrals and parishes did not rise appreciably until about 1840. In 
most cathedrals during the period 1660-1840, the comm\Ulion service was 
spoken · and not sung, and it has been only during the past century thtlt 
the full choral service has been restored.39 
It should be pointed out that the cathedrals at Durham and Exeter were 
prominent during this period of decadence in their maintenance of the 
Choral Eucharist. 40 The manner and spirit of singing at these two oathe-
drals were worthy in comparison to the slovenly and careless practises 
in many of the others. 41 
In the country towns 11 unvested gallery choirs accompanied by a bass 
viol and other instruments were the general rule. During the service 
the parish clerk would often teach line by line ("line out") the hymns 
and Psalms in a rather informal way. 42 . There was often a curtain drawn 
aoross the gallery separating the choir from the view of the congrega-
tion. Hastings in his "History of Forty Choirs" describes the choir 
members "whispering, sleeping, eating, and sno·ring" behind the curtain. 
39 De Bekker, op. cit •• P• 107. 
40 Winfred Douglas, Church Mll8ic in History and Practise 
(New Yorks Charles Scribner's Sons, 1937) 11 p~64. 
41 Loc. cit. 
42 c. Henry Phillips, The Singing Church (IDndon: Faber and Faber, 
Ltd •• 1943), p. 120. 
At the time of the anthem, the curtain was quickly drawn back, and the 
members scrambled to their £eet. 43 Another classic description o£ the 
choir of this period is given by Thomas Hardy in his mention of the Old 
Millstock Choir in "Under the Greenwood Tree." It was commonplace for 
bands of all types to join in accompaniment of the village choir in 
England. At times, nearly all instruments known - · fiddles, flutes, 
39 
serpents, trombones, and triangles were employed. Organs, however, were 
rare in the country towns. At Boxgrove in Sussex,the band, instead of 
being in the west gallery, stood around the pulpit. One hwoorous tale 
records that at one church in Sussex as soon as "the minstrels" commenced 
to play, the congregation turned around to "face the music."44 
Although many amusing tales and glaring weaknesses of the west gallery 
choir . have been recorded, these untrained muSicians, despite their modest 
attainments, usually did their best to contribute to the worship of God 
through music, and perhaps this is better than some of the frivolous and 
pompous actions to be observed at times in the Chapel Royal and sone of 
the 'oa thedrals. 
During the seventeenth, eighteenth, and early nineteenth centuries, 
many choir s .chools could be counted as being in existence, but until 
the advent of the Oxford Movement and the Benedictine Revival in the 
nineteenth century few of these schools approached the choral standards 
common before the Commonwealth. The cathedral choir schools, some of 
43 ( Thonas Hastings, History of Forty Choirs New Yorks Jfason Brothers, 
1854), P• 150. 
44 K. H. Jlacdermott, Sussex Church llusic in the Past (2nd ed., 
Chichesters MOore and Wingham, 1923), p. 15. 
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them highly endowed, lagged not only in the quality of their musical 
instruction but also in the education of the boys resident. The school 
buildings and dormitories were often in very poor condition. One name, 
perhaps more than any other, looms high in connection with the motivating 
of ecclesiastical and secular authorities to improve these conditions. 
Maria Hackett, through her persistence and enlightened manner 1 is generally 
recognized as being the person who, more than any other, awakened con-
sciences and brought about a revival of the boy choir school. She visited 
almost every cathedral in England and collected first-hand evidence of the 
conditions in the choir schools. In 1827 she completed a book entitled 
*•Brief Account of Cathedral and Collegiate Schools. 11 At the age of ninety, 
she had the reward of personally inspecting the new St. Paul's School in 
Carter Lane, London, which was bui 1 t largely as a result of her efforts. 45 
Other reformers connected with the Oxford Movement included Sir John 
Stainer. who noticeably improved conditions at St. Paul's. London, and 
Sir. Frederick Ouseley, who founded St. Michael's, Tenbury. This was the 
first regular choral foundation of its kind established since the Refor-
mation. 46 It had a full complement of staff consisting of a warden, fel-
lows, choirmaster, schoolmaster, organist, lay clerks, and choristers, and 
was governed by statute and modeled along the lines of the ancient colle-
giate churches. S;t. Michael's became a school where worthy cathedral sing-
ing was fostered and the highest standards of choral music observed with 
f ull choral services sung twice daily. Indeed this Worcestershire insti-
tution has become famous for the type of musical and general education 
45 Nicholson, op. cit., P• 52. 
46 Nicholson, op. cit., P• 54. 
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which it offers its choristers. What is more# it has done much to rees-
tablish the choral service throughout the Anglican Church. 
The choir school has existed in England ever since the time of St. 
Augustine in the sixth century and from that time we have traced its 
status as it has varied according to the innumerable and sometimes con-
flicting political~ religious, and economic currents which have developed. 
HOwever, despite the periods of hardship and neglect, the English boy 
choir school has survived and become an integral part of the culture. A 
few of the many traditions and customs which have grown up in connection 
with it deserve at least brief mention. 
At one time in England it was common for men to wear spurs. Since 
thea~ made a great deal of noise, it was contrary to good taste to wear 
them in church. Hence, the custom arose in cathedrals and parish churches 
that the choristers could demand "spur money,• a sort of fine from the 
offender who might be disturbing the silence. However, if the person 
wearing spurs asked the youngest chorister present to sing "his gamut," 
the medieval scale system, and the young chorister was not able, the 
fine was not required to be paid. This custom originated anciently. 
Records during the reign of Henry VII in 1485 mention it. 47 In the 
Chapel Royal in 1622, an order was issued that "if any knight or other 
person entitled to wear spurs enter the Chapel in that guise, he shall 
pay to the quiristers the accustomed fine; but if he coJmJand the :;oungest 
quirister to repeat his gamut, and he .fails m so doing~ the said knight 
or other shall not pay the fine.n 48 
47 John s. Bumpus, A History of English Cathedral Music (London& 
Laurie, 1908), Vol. I, p. 103. 
48 NiCholson, op. cit., P• 32 
42 
Another English chorister's custom of widespread acceptance was the 
elevation of the boy bishop. This custom has prevailed not only in 
England but has been simultaneously prominent in France 1 Germany, Switzer-
land, and Spain.49 This ancient custom provides an insight into the rev-
erence and esteem in which the choristers were held. The tradition flour-
ished before the Reformation, but it was suppressed at that time. Revived 
at the time of ~ueen Mary, it was again later abolished by Elizabeth.50 
On December 6, the Fea·st of St. Nicholas, patron of children, the choris-
ters chose one of their number to preside over them. The chosen chorister 
was given the title and was accorded the dignity of a bishop. This "Epis-
copus Puerorum" held the office for a period of three weeks arrayed in 
pontifical vestments. Be could sing any part of the Divine Office except 
the Mass. On the Feast of the Innocents, December 28, there was a grand 
procession in which the usual order was reversed, aild the canons of the 
church performed the duties of the children while the choristers and the 
boy bishop occupied the place of honor. 51 
St. Paul's School was required by statute to keep St. Nicholas' Day: 
"The Episcopus Puerorum was to bear the name and maintain the state 
of a bishop, habited with a crosier in his hand and a mitre on his 
head. The other members o.f the choir were to take upon them the style 
and office of prebendaries and yield to the bishop canonical obedience. 
On the eve of Innocents' Day, the Chorister Bishop, with his fellows, 
went in solemn procession to the altar of the Holy Trinity, in copes 
and with burning tapers in their hands. The procession was made 
through the great door at the west end of the church in the following 
49 James E. Millard, Historical Notices of the Office of Choristers 
(Londons Joseph Masters, 1848), P• 58. 
50 Nicholson, op. cit., P• 33. 
51 Millard, op. cit., P• 56. 
orders the Dean and Canons went first; the Chaplain next, and the 
Boy Bishop with his prebendaries last, thus · assigning the rearward 
station, according to rule, to the most honorable.n5Z 
At Magdalen College, Oxford, there is a custom which dates from the 
Middle Ages. Annually on the first of May, the choristers ascend the 
college tower, and there sing in Latin a hymn to the Holy Trinity. A 
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feast follows afterwards. On Maundy Thursday the president of Magdalen 
College traditionally washed the feet of seven of the choristers to whom 
a monetary gift was also usually made. 53. 
Customs with regard to the use of vestments have varied from period to 
period in English history. The regular dress of choirs from earliest 
times has been the surplice although the choir at York in 1399 wore 
alba. 54 For great occasions at Salisbury, the choristers wore copes. 
At Magdalen College, Oxford, the boys had "tunicles, red, white, and 
crimson, one set of albs of blue damask, and two with apparels of red 
silk. 55 At St. Frideswide's MOnastery, Oxford, the inventory taken by 
Henry VIII's commissioners mentions:: _.For the choristers tunicles of red 
and white damask and silk, of blue and white baudekin, and ohequered with 
red silk and gold, besides the albs. tt 56 
There have been many exceptions to the use of the surplice for choir-
boys. The York choristers, for example, anciently wore choir habits, 
52 John Belcher, Lectures on the History of Ecclesiastical Music 
(London: Uawin Brothers, 1872), p. 46. 
53 Millard, op. cit., p. 51. 
54 Nicholson, op. cit., p. 59. 
55 Millard, op. oit., p. 50. 
56 Millard, op. cit., P• 61. 
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"furred gowns.," as it were. At Durham Cathedral the use of "furred 
gowns" is also recorded. At York as recently as 1870, these furred choir 
habits were worn during Lent. 57 The two senior choirboys at Lincoln 
Cathedral still wear black gowns with gray facings. The Norwich Cathedral 
boys wear purple gowns with bands and ruff's exoept on Sundays and Saint's 
Days. At the Chapel Royal the Children of the Chapel wear royal livery 
with red cassocks. At King's College., Cambridge., the choristers wear 
top-hats and gowns over their suits to walk from their school to the 
chapel. On Saturdays, Sundays, and special occasions they wear red cas-
socks., but on ordinary weekdays they do not wear cassocks., but don long 
surplices over their clothes.58 
In parish churches the wearing of the surplice largely disappeared at 
the Reformation., and attempts were made at that time to suppress its use 
in the cathedral. Before the Oxford Movement. the west gallery choirs 
in the parish churches., although not formally vested, were usually dressed 
uniformly. It was common for the west gallery musicians to be dressed in 
white smock frocks, and the girls in red cloaks. The "charity children," 
prominent in the parish choirs throughout the sixteenth, seventeenth. and 
eighteenth centuries, were usually simply dressed along uniform lines. 
With the advent of the Oxford Movement in 1833, the west gallery choirs 
were gradually dethroned, and the surpliced chancel choirs replaced them. 
Today in England., most cathedral choristers wear scarlet cassocks with 
long, full surplices and either Eton collars or Elizabethan ruf'f's. 59 
57 Millard, op. cit., P• 60 
58 Wells. o;e. cit., P• 26. 
59 Wells, o;e. cit., P• 14. 
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Before the Reformation, as we have seen, the choristers in the monastery 
schools spent their entire youth in the rigorous tradition of the monks.60 
Indeed, it might be said that medieval education began with the choir 
school. The boys sang a number of services each day and did so by memory 
since only a few manuserip~s were available. The choir drills were ardu-
ous, lasting sometimes for hours until the services were perfectly memo-
rized. These schools were generally known as almonry.-schools, and the 
education, lodging, and clothing were provided entirely free for the boys 
in return for their services. 
After the Reformation, the choir schools took on more the complexion 
of preparatory schools with a greater emphasis on academic training. The 
musical instruction along with the church duties continued as part of the 
school activity although with the improvement of printing and the wide-
spread dissemination of printed musi~less attention had to be devoted to 
memorization. Most princely chapels 1 university chapels, cathedrals 1 and 
some parish churches continued to maintain choir schools in connection 
with them although some of the monastic schools ceased to exist. Instead 
of totally supporting the youths, as was the case in the almonry schools, 
the awarding of full or partial scholarships became more prominent, and 
in a larger proportion of the schools the boys did not live there but 
attended on a day basis. 61 
In recent times and particularly since the Oxford Movement, the number 
of choir schools has increased. Many of the schools are day schools but 
60 Wells, op. cit., p. 5. 
61 Wells, op. cit., P• 22. 
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many continue to be boarding schools, though these vary in type. In a 
few oases the choirboys of a church or cathedral hold scholarships to a 
local grammar school, where the majority of the boys may not be singing 
boys. However, the majority of choristers attend small schools, where 
all or most of the pupils are also choristers. 
Of late, the philosophy of the choir school in England has tended to 
coincide more nearly with the choir school of earlier times when the 
school assumed a large role in the physical, mental, and moral well-being 
of the chorister. Many cathedrals and churches, including St. Paul's, 
Salisbury, Exeter, Worcester, Chester, Manchester, Rochester, Christ 
Church, and Westminster Abbey have choir schools of this type. This is 
also true of St. George's Chapel in Windsor Castle, King's College, 
Cambridge, and New College, Oxford. 62 Due to the large number of these 
schools in England, church music is even today largely in the hands of 
these professionally trained boys and men who had attended these choir 
schools in their youth. In addition to its cathedral and collegiate 
choir schools, England .has in excess of thirty parishes with associated 
choir schools. The number of these parish choir schools has tended to 
stabilize because it is not financially feasible in smaller parishes 
due to the rising cost of educational facilities. 63 
In general, present-day choir schools require that a boy meet the 
standards of a voice audition before he is admitted. This trial usually 
62 Wells, op. cit., P• 24. 
63 Peter c. I.ntkin, Music in the Church (Milwaukee c The Young Churchman 
Co., 1910), P• 216. 
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includes the singing of scales and a simple solo~ sometimes a Bsalm or 
hymn. The usual age for entrance is between eight and ten. Once ad-
mitted~ a boy ordinarily stays until his voice breaks or until he has 
pas sad his fourteenth birthday~ whichever is later. During this time~ he 
acquires not only an excellent musical education but also many intangible 
benefits which remain with him throughout later life. 
In almost all cathedrals and in many of the parishes the choirboys are 
divided into two groups. The senior boys~ called choristers~ sing the 
services; the junior group, the probationers~ attend all rehearsals but 
in many cases do not sing in church. 64 This arrangement has merit in 
that replacements are readily available when senior boys leave. Dr. Martin~ 
formerly of St. Paul's Cathedral, London, suggests the following age bal-
ance in a working choir of sixteen boys: 
Four boys from twelve to thirteen; 
four boys from eleven to twelve; 
four boys from ten to eleven; 
four boys from nine to ten. 65 
Cathedral choir schools are generally administered by the Dean and Chapter. 
The direct official in charge is the headmaster. 66 
St. Paul's Cathedral Choir School is one of the more famous choir 
sohools. Founded originally in the twelfth century, it has been housed in 
its present buildings since 1875. 67 The boys are encouraged through a 
64 William J. Fi:nn and others, Ml.nual of Church Music (Philadelphia: 
The Dolphin Press, 1905), P• 29. 
65 Finn and others, op. cit., P• 30. 
66 The Choir Schools Directory (rev. ed., Oxford: William Bridge, 1935), p. 6. 
67 ~·· P• 10. 
system of grants to study piano, violin, and cella privately in addition 
to their regular choral training. The school is well provided for, to a 
large extent by the support of the London City Livery Companies. 
At rehearsal the boys of St. Paul's sit at three rows of desks facing 
a fireplace. The discipline has been noted for i~s perfection. The forty 
boys stand in complete silence waiting for the director to enter and start 
the rehearsal. 68 The striking of a chord on the piano indicates the be-
ginning of the rehearsal. Slow scales sung to the vocable "ah" are prac-
tised first. The range covered lies from middle C to the C on the second 
ledger line above the staff. Each key between C and C is taken, and the 
scale is sung ascending and descending. Care is taken that the tone is 
neither shrill nor forced. Though the singing at times is loud, there is 
no forcing. These scales are followed by exercises for flexibility, rapid 
solfeggios, and octave leaping. In St. Paul's. much power is needed be-
cause of the vast area, and exercises adapted to this end are practised. 
Of course, all exercises are sung from memory. 
These vocal exercises last about ten minutes and are followed b,y in-
struction in musical theory and notation. The lx>ys sit and are called 
upon to illustrate certain musical problems on the blackboard. One after 
the other, the boys are called up to write a scale, place a clef, or write 
and bar a nelody, as the case may be. The other boys listen attentively 
69 
acting as critics. 
After the theory session, the rehearsal continues with the canticle 
listed first on the service list hanging on the wall. Because of their 
68 ~·· P• 11. 
69 Ibid., P• 12. 
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constant reading of music, the boys seldom have to try a new -work more 
than three times before it is sung at the Cathedral. In fact, they 
usually sing the words at sight without preliminary sol-faing. The daily 
practise lasts about an hour and a half a day. The mem of the choir, 
eighteen in all, meet in rehearsal with the boys several times a week. 
The age.s of the boys at St. Paul's Choir School range from eight to fom--
teen with the median about twelve. The average age of leaving the beard-
ing school is fourteen. Of course, the ordinary academic subjects are 
adequately taught, and when the boys leave, they are not only somewhat 
above average in their studies, but they are also extremely well grounded 
in musical knowledge and experience. 
Another outstanding boy's choir boardiag school is that at Westminster 
Abbey. The twenty boys meet in rehearsal in the Choir House, within the 
Abbey precincts. They receive a general academic education from a resi-
dent schoolmaster without cost. 
The choirroom at the Abbey is arranged with two long standing desks 
running the length of the choirroom with a broad aisle between. In 1885 
under the superb direction of Dr. Bridge, the morning rehearsal was held 
each morning from nine to ten, and. was devoted to the preparation of ser-
vice music. In the afternoon, another practise devoted to theoretical 
studies was helcl. It embraced the study of intervals and scales, chant-
ing, responses, manuscript exercises, the singing of Coneone's Solfeggios, 
and some rehearsal of secular music. As at St. Paul's the discipline was 
excellent. It was preserved, however, not by frightenimg the boys but 
rather by animated teaching, which left no time for play. Upon Dr. 
Bridge's entrance into the room, conversation immediately came to a halt. 
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Vocal exercises, lightly accompanied on the piano, were dil igently prac-
tised. Then the boys sang some of Ooncone 1s Solfeggios, which were sol-
faed (fixed do) from the book. At times the boys would be instructed to 
beat time with one hand.7° Light, pure tone was stressed, and there was 
no sacrifice of these qualities for loudness. 
The boys at Westminster also spent part of their rehearsal time on 
secular music. Trios and cantatas were equally popular and added inter-
est to the rehearsal. No formal method of vocal training was employed. 
The younger boys imitated the older ones, and in this way the training 
was accomplished and the tradition maintained. 
Boys usually entered the choir school at Westminster about the age of 
nine. Of the twenty boys in the choir of Dr. Bridge, twelve were full 
choristers and eight were probationers. The school was exclusively for 
singers, who were required to sing the daily services at the Abbey. 
Much time was devoted to the study of musical instruments also, as was 
the case at St. Paul's School. 
Another choir school worthy of particular mention is that of Canter-
bury Cathedral. This is a day school and not a boarding school. 
Founded about the time of the Reformation, it has existed over five 
hundred years. There are approximately ten choristers and sixteen pro-
bationers in attendance. Also there are some non-singing boys. The 
choristers receive their education and a stipend. The probationers re-
ceive just their schooling. It has been the custom for the choristers 
70 John S. Curwen, Studies in Worship Music (London: J. Curwen and 
Sons, 1885), p. 8. 
to wear trencher caps and gowns and £or the probationers to wear flannel 
caps bearing the arms of' the Cathedral. 71 
4 system o£ rotation in singing the Cathedral services is in ef'f'ect. 
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0£ the twenty-£our singing boys~ no more than fourteen sing at any service. 
This system allows the rest of' the boys to remain at work at their lessons. 
On Fridays all the year round~ the service is sung unaccompanied. On 
Wednesdays during Lent~ the singing is a cappella. Thus much ear training 
is emphasized along with other techniques to assure accurate pitch. 
The choir at Lincoln Cathedral is noted £or its chanting. A change in 
attitude o£ the psalmist is sensitively reflected in tempo and intensity 
of the choir. The recitation is delivered at the rate of ordinary speech, 
with pauses as needed; it is sung neither !'aster nor slower than the 
cadence. 72 
At Lincoln, the sixteen boys receive free education, board, and pocket 
money, as well as a BlJ!Il of money f'or educational purposes at the time 
their voices break. The admission age is eight~ and as a general rule, 
a boy does not ordinarily hold a prominent place in the choir for about 
two years. The younger boys at Lincoln are called "Burgersh Chanters" 
and wear surplices. The four senior boys are termed "choristers" and 
wear black cassocks. They are known colloquially as "black boys." 
Because of their native Lincolnshire dialect, the boys are somewhat 
handicapped because of the vowel sounds, which do not particularly en-
hance the beauty of tone. 73 Mr. Curwen recalls that in an effort to 
71 John S. Curwen, The Boy's Voice (4th ed., London: J. Curwen and 
Sons, Ltd., 1899), p. 65. 
72 Ibid., P• 62. 
73 Loo. cit. 
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improve the vowel sounds the boys often use a small hand glass .for certain 
exercises so that they can analyze the exact position of the tongue, the 
parting of the lips, and the form of the vowels. 
The Salisbury Cathedral Choir School is an ancient institution having 
been founded in the eleventh century. In addition to the academic prep-
aration and musical training, this school further specializes in prepar-
ing boys for entrance into the Royal Navy. 74 A. minor canon is master at 
this boarding school, and as in most other choir schools, the boys are 
admitted by competitive selection between the ages o.f eight and eleven. 
Mr. c. L. South, a former organist and choirmaster at Salisbury, de-
scribed his method of voice training as follows: 
"I recognize two registers in boys' voices, chest and head, and 
with careful practise you can get the voice so even that you can 
hardly tell where one ends and the other begins. The great thing, 
I believe, is to make the boys sing softly and to get their register 
even throughout.n75 
A.t Salisbury, as at most choir schools in England, there was little 
attempt to formally teach the theory of registers. Rather there was 
great reliance on the imitative power of the younger boys, who readily 
simulated the style and tone of the older choristers. Mr. South used 
both Stainer's and Concone's Exercises. He felt that these were more 
interesting to the boys than theoretical studies, and he felt that "they 
bring out the same points of breathing, phrasing, pronunciation, and 
express ion." 7 6 
74 The Choir Schools Directory (rev. ad., Oxfords William Bridge, 1935), 
p. 42. 
75 John s. Curwen 1 The Boy's Voice (4th ad. 1 London; J. Curwen and Sons, 
Ltd., 1899). p. 68. 
76 Loc. cit. 
Throughout England, the alto part has traditionally been sung by men, 
and at Salisbury Cathedral this was also the case. In the English choir, 
the male contra tenor (alto) has seldom been a solo voice, but in the 
choir he has generally taken the place of the boy and female alto. 
At Magdalen College the boys are noted for their excellent tone. As 
has been the case in other choirs examined, there is little formal teach-
ing of vocal theory to the boys. The choristers learn by doing; the 
younger boys learn largely b,y imitation of the vocal habits of the older 
choristers. There are two services and one rehearsal each day for eight 
months of the year. It is a school policy at Magdalen to take boys with 
no previous vocal training, and to start the boys from the beginning. 
Much emphasis is put on singing of chromatic scales unaccompanied. MOv-
able do is used in solfeggio exercises. MUch attention is given to lis-
tening to and identifying chords - particularly the recognition of major 
and minor chords. In fact, ear training is one of the school's strong 
areas. Magdalen College School is attended by non-singing boys as well 
as the choristers.77 
Certain other prominent cathedral ohoir schools of ancient foundation 
still functioning are: Norwich Cathedral Choir School, dating from the 
fourteenth century; Lichfield Cathedral Choir School, thirteenth century; 
Christ Church Cathedral Choir School, Oxford, 1546; Rochester Cathedral 
Choir School, 1541; Peterborough, the King's School; Wells Cathedral 
Grammar School, 1242; Chester Cathedral Choir School, 1541; Hereford 
Cathedral School, 1381; York I~ster Choir School, founded by St. Paulinua, 
77 ~·• P• 63. 
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627; Durham Cathedral Choir School; Ely Cathedral Choir School; and Exeter 
cathedral Choir School. 
Outstanding collegiate choir schools currently in existence include: 
Eton College Choristers' School; King's College, Cambridge; Winchester 
College Choir School; St. Michael's, Tenbury; New College School, Oxford; 
St. John's College Choir School, Cambridge; and St. Nicholas, Chislehurst. 
A few parishes maintain excellent choir schools although their number 
has been rather stationary because of economic factors. Some schools in 
this category include' All Saints, Margaret Street, founded in 1859; 
St. Saviour's Choir School, Eastbourne, founded in 1878; and St. Mary's, 
Reigate, founded in 1675. 
A unique choir school is St. Lary of the Angels, Highgate. Founded in 
1932, it is a song school along the lines of the ancient almonry school 
and is attended b,y boys without homes. The boys sing in a number of 
churches in return for expenses. 78 Another school, which trains choria-
tars for a number of churches, is the London Training School for Choris-
tars. Established in 1894 by James Bates, it began as an evening train-
ing school for boy choristers of church choirs and glee societies around 
London. It also trained soloists for concerts and church festivals. 79 
In 1900 the school supplied about twenty-five churches in London and a 
few others throughout England. At that time one hundred boys were in 
attendance. Thirty of them received their general education there, and 
the remainder came to evenillg and Saturday sessions. 
78 The Choir Schools Directory (rev. ed., Oxford: William Bridge, 1935), 
p. 78. 
79 John S. Curwen, The Boy's Voice (4th ed., London: J. Curwen and Sons, 
Ltd., 1899), p. 122. 
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At the London Training School four divisions were established. Divi-
sion IV is made up of beginners. Emphasis is put on individual training 
in the areas of breathing~ palate exercises~ and the singing of the open 
vowels with a well rounded and forward tone. As in the choir schools dis-
cussed, a "pattern boy" is used to illustrate the desired tone quality, 
and he is imitated by the others. From B flat up to F, special attention 
is given to easiness of tone taking care that the throat is open and free 
and the head lowered. 
In division III, evenness of tone is further stressed. Much attention 
is devoted to strengthening the weaker notes especially B flat - D. The 
vowels - oo (as in truth), oh (as in ocean), ah (as in father)~ e (as in 
egg)~ i (as in into), and aw (as in organ) are alternately employed in 
the exercises. To promote resonance, attack, and chromatic intonation, 
Behnke's Exercises are used. 80 
Division II boys are trained with the purpose of strengthening the 
middle and lower parts of the voice. A great deal of time is devoted to 
the practise of Concone's Solfeggios. Psalms sung to Anglican chants are 
also part of the training. Each boy takes a verse of the Psalm alternate-
ly. At this level careful attention is given to phrasing, refined pronun-
ciation, and promotion of self-reliance in the i ndividual chorister. 
Division I, the highest level, has a snall number of boys. Technique 
is .perfected with Concone 1s,Bordogni 1s, and Strakosch's vocal exercises. 
MOst of the choristers at this level are of solo calibre. 
80 Ibid., p. 127. 
Such consolidated choir schools indeed serve a useful purpose in these 
days of .rising educational costs. The small parishes in soma cases have 
had to give up the traditional boy choir because of increasingly difficult 
economic pressures. Some parishes have felt that if adequate training 
cannot be afforded, a mixed choir is the answer. However, others have 
entered into cooperation with schools such as St. Mary of the Angels, 
Highgate or the London Training School anq have thus mat the problem 
most satisfactorily. 
Over the years in the Englis·h cathedrals, there has arisen a tradition 
as to the seating of the choir. The side of the .chancel containing the 
dean's stall is known as the decani side and is considered the side of 
honor. MOre often than not the best voices are placed on the decani or 
south side of the altar, and the solo parts, unless otherwise directed, 
are sung by that side. This side is considered the "first choir" (coro 
primo) in eight-part music also. The north side of the chancel, con-
taining the precentor's stall, is known as the cantoris side, and here 
the younger choristers are generally placed.81 
Although most of the finest artistic music of the church in England 
has been associated with the cathedrals with their professionally trained 
boy and adult male choirs and endowed choir schools, there have been cer-
tain other church choral bodies and institutions on the English scene 
which should be mentioned. 
The choir festival has been an important event in England ever since 
the time of Handel. Arter the year 1750, "The Messiah" was performed by 
81 G. W. Stubbings, A Dictionary of Church Music (Inndon: Epworth 
Press, 1949), p. 22. 
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at least one group, often amateur, annually. Handel himself conducted 
"The Messiah" thirty-four times. 82 At the Handel Celebration {May 25 to 
June 5., 1784) at Westminster Abbey, a choir nunibering two hundred and 
seventy-five gathered. This chorus was composed of sixty boy and female 
sopranos; forty-eight altos, all men; eighty-three tenors; and eighty-four 
basses. The orchestra numbered two hundred and fifty. 
At the first presentation of the Mendelssohn ttElijah" at the Birmingham 
Festival on August 26, 1846., the orchestra numbered one hundred and 
twenty-five and the chorus totaled two hundred and seventy-one, with about 
the same proportion of parts as at the Handel Celebration.83 As time 
passed., many amateur sacred choral societies sprang up both in large 
cities and small towns throughout England, and this development eventually 
had a great effect on the English choir. Due to the large number of so-
pranos needed for these oratorios., it was necessa~ to employ women, and 
thus in many places the mixed choir became more prevalent. 
In Wales, the Presbyterians and certain nonconformist groups from early 
times have delighted in the assembly of massed choirs. In the nineteenth 
century it was common to hear of Welsh choir festivals with three hundred 
to eight hundred singers.84 Many of these singers were not trained, at 
least not by the standards of the cathedral Choir school. Indeed the 
majority of the choristers at these Eisteddfoden, as these festivals were 
termed, sang by ear. The music was often learned by rote and polished 
82 Mees, op. cit., P• 133. 
83 ~., P• 149. 
84 John s. Curwen., Studies in Worship Musio (Londonr J. Curwen and 
Sons, 1885), p. 18. 
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only after incessant drilling over a period of time. During the nine-
teenth century a large number of Welsh churches began to hire professional 
teachers to instruct in note-reading, and as time went on, the tonic sol-fa 
system was widely understood by the Welsh people. The Eisteddfoden are 
today famed for the rich quality of the voices and the emotional impact 
of the singing. There is a preference for psalmody~ and the Psalm singing 
often reaches a kind of spiritual ecstasy. The Welsh basses have been 
singled out for mention by John Curwen for their thrilling resonant 
quality. 85 
At the far extreme of the choir spectrum in England are the gospel 
singer choruses. In the Moody-Sankey evangelical meetings, the choir is 
used to unite the soloist or quartet with the congregation in interacting 
sympathy drawing all into the circle. These choirs are spontaneous and 
intensely devotional. Mr. Sankey himself was not a trained vocalist. 
His style was kind of a recitative with little actual singing. Mr. Curwen 
points out that this gospel type choir in many instances reaches the con-
gregation much more effectively than a more refined, artistic cathedral 
choir. "These gospel singers sing straight from the heart, and though 
the singing is imperfect, their earnestness covers a multitude of sins. 1186 
The Salvation Army choir is very similar. In pressing popular songs 
into their repertoire, the Salvationists can point to the precedent of 
Martin Luther. InstrUmental accompaniment of Salvation Army choirs 
85 Loc. cit. 
S6 Ibid., P• 43. 
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began about· l880. Although many of the singers don't read music at all, 
the natural quality and spontaneity of the voices are remarkable. In 
many cases these choirs have a great spiritual result on the congregation, 
and although their singing does not meet all standards of criticism, they 
my be serving the Salvation Army's purpose well. Mr. Herbert Booth has 
saids "Our power is in what we sing about, not in how we sing."87 
Thus we have traced English choirs and choir schools from the medieval 
song school to the great cathedral choir schools of modern times. Indeed 
it can be said that many of the present day universities and colleges in 
England have had their humble beginnings in the song school. Our examina-
tion of the English choir and choir schools has considered not only the 
cathedrals but also the college and parish church choir, as well as the 
gospel choir of the Salvation Army and Moody-8ankey varieties. Considera-
tion has been given to the Chapel Royal and other princely choirs as well 
as the choir festivals and Welsh Eisteddfoden. The development and func-
tion of these institutions in Great Britain is a rich stuqy and perhaps 
helps us a bit to understand the history of the choir and its rightful 
place in the worship service. 
87 2 Ibid., P• 9. 
CHAPTER III 
THE HERITAGE AND DEVE:WPMENT OF CliOIRS 
AND CHOIR SCHOOLS IN AMERICA 
The earliest church musical activity within the present limits 
of the United States of America was at the Mission of San Felipe in 
what is now the State of New Me.xico. It was here in 1598 that 
Father Cristobal de Quinones installed a 1 small organ and formed a 
choir of San Felipe Indians, whom he taught to sing the liturgy. 
The Spanish homeland of these missionaries regarded music in the 
church to be of the utmost importance. The Royal Chapel in Madrid, 
the Chapel of the Duke of Calabria in Valencia, and the Cathedrals 
of Seville and Toledo maintained large and important choirs and 
choir schools where such composers as Morales and Tamas Luis de 
Victoria perfected their art. Although the pioneer conditions 
precluded any comparable development in the New World, nevertheless 
these Franciscan ~~ssionaries brought with them the cultural heritage 
and choral traditions of the church in Spain and so firmly established 
them that the Indians in the Southwest continued to cherish them for 
at least a centur,y and a half.1 
Typical of the religious folksongs adapted for the Indian choirs 
were the alabados (Songs of Praise). These songs were simple folk-
!Leonard Ellinwood, The History of American Church Music (New York: 
Morehouse...Gorham Company, 1953), p.3. 
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hymns in the form of the Spanish romance. The texts were summaries 
of the basic Christian tenets and were an important and effective way 
of camnunicating Christian ideas to the illiterate natives. 
Juan B. Rael in his book, "The New Mexican Alabado, 11 records a number 
of these songs sung by Indian choirs during the seventeenth century 
and even up to the present time by Los Hermanos Penitentes de la 
Tercera Orden de San Francisco (the Penitent Brothers of the Third 
Order of St. Francis). 
In 1769 Father Junipero Serra founded the first of twenty-one 
Franciscan Missions in what is presently the territory of the State 
of California. He was an excellent musician, and he developed 
native choirs and orchestras which attained a hd.gh level ·of pro-
ficiency in both plainsong and choral works. 
Father Duran, an outstanding choir director and music teacher of 
the early nineteenth century, compiled a choir book in manuscript 
form at his mission San Jose in lB13. With this as his text he 
proceeded to train the Indian boys, reducing notation to as simple 
a form as possible. He writes in the prologue: 
"This then, 0 pious reader, is the method that we have 
followed for the last three years in performing all the 
services of the Church, with as becoming a solemnity as can 
be expected for many years in these very remote parts •••• In 
this way I am convinced that music and singing will not 
degenerate, even if I am absent, contrary to the opinion 
of some who think that all will die out when I am gone. n2 
. 
2awen Francis Da Silva, Mission Music of California 
(Los Angeles: W. F. Lewis, 1941), p.30. 
61 
In 1822 after the revolution in Mexico, which resulted in its 
attainment of the status of an independent republic, financial 
support of the missions was curtailed.. Later in 1834 the territorial 
legislature of California passed an act secularizing the missions 
and confiscating their lands. Of course, this action spelled the 
end of any significant development of choirs and church music in 
the Franciscan Missions. 
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The Pilgrims, who landed at Plymouth, Massachusetts in ~620, as 
well as the earlier settlers at Jamestown, Virginia in 1607 confined 
their church singing to psalmody, which they deemed as the only 
suitable vehicle for singing the praise of Almighty God. A psalter 
compiled by Henry Ainsworth was the musical text generally used in 
Plymouth; a psalter with musical settings by Thomas Est was in general 
use in Jamestam; and in the Massachusetts Bay Colony the Ravenscroft 
tune-book of 1621 was the one used. Later in 1640 in New England 
11The Bay Psalm Book 11 was compiled and attained wide use among the 
Puritan Congregations. John Eliot prepared an edition in the 
Algonquin language, and it served as a basis of training the 
Indians in New England. In 1687 the Reverend Increase Mather wrote 
that 11the whole congregation of Indians praise God with singing, 
and some of them are excellent singers. n3 
Despite the several musical editions of the Psalms available 
the number of tunes in general use was small. Many of the metrical 
~llinwood, op. cit., p. 12. 
Psalms were sung to the same tune. In fact, only a bout a dozen 
tunes were in general use in the Colonies in the second half of the 
seventeenth and first half of the eighteenth centuries. These 
included: Litchfield, Canterbury, York, Windsor, Cambridge, 
St. David's, Martyrs, St. Mary's, Old lOOth, 115th, 119th, and 
148th. Indeed the Puritans were generally very narrow in their 
attitude toward church music repertoire, choirs, and instrumental 
accompaniment including the organ. Since many had fled to the 
continent,they had come under the influence of the Calvinists who 
had a great distaste for ritual and liturgical music. It was 
generally felt by the Puritans that all music in church should be 
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limited to metrical psalmody. In many congregations it was considered 
sacrilegious to rehearse Psalm singing, and in some places it was the 
custom to learn the tunes with practice-verses. 
The practice of "lining out" the Psalms, that is learning them 
line by line by singing them in imitation of the clerk, was borrowed 
from England. In a discussion of "lining out" the Psalms, the 
Reverend John Cotton pointed out: 
"It will be a necessary helpe, that the wordes of the Psalme 
be openly read before hand, line after line, or two lines 
together, that so they who want either books or skill to reade, 
may know what is t~ be sung, and joyne with the rest in the 
dutie of singing." 
4 Ibid., p. 15. 
Deacons who could "line" the Psalm by intoning on pitch were in 
constant demand, and until choirs v1ere introduced in the Colonies 
in the 1a te eighteenth century, the singing in church was entirely 
congregational and was usually led by the deacon, parish clerk1 
or precentor, as he was variously designated. Needless to say, the 
quality and character of the music was not bettered by this system, 
and, as time passed, the singing school was instituted by many 
churches in an effort to teach a wi~er variety of Psalms and hymns, 
and to generally raise the standards of church natsic by training 
musically inclined people of the congregation for singing in a 
· regularly constituted .choir. 
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The early singing schools began to appear about the beginning of the 
eighteenth century, and they had a difficult job indeed in accom-
plishing their purpose of spreading musical literacy and thereby 
training church members to serve in the choir. The prevalent 
practice of limiting the repertoire to psalmody had a stifling 
effect. There was a widespread attitude that new music was un-
necessary because the singing of metrical Psalms required the 
knowledge of only a few tunes. Since many texts could be sung to 
a single tune, there was not a great urgency to learn new tunes 
and this attitude had to be combatted. Thus it can easily be seen 
that the formation of singing schools ·in connection with local 
churches to give instruction in music notation as well as rote 
singing was not an easy one. 
The Psalm-tune teacher employed by the local church to instruct 
at the singing school was usually a religious enthusiast who had 
a better than average musical background and an engaging manner. 
More often than not his voice was in the tenor range. His life was 
usually a peripatetic one and he was generally busiest during the 
winter months when he traveled from town to town accepting a small 
fee from the several churches l"rho contracted for his services. His 
main purpose was to teach new Psalm tunes and correct and perfect 
the well-lmown ones. Little if any emphasis was given to musical 
theory.5 
It was not uncommon for the singing school to meet in the village 
tavern. The singers would meet several evenings a week in many 
villages, and this was often an occasion to wear their best dress. 
It was the custom for the villagers to bring their own candles and 
a simple board to hold both the candle and the book. During the 
course of the evening the instruction generally included simple 
elements of notation and sometimes basic voice-placement exercises. 
Often because of limited financial resources the school would run 
for only a few months. The trainees were presumed to be "educated" 
to the point that they could then join the choir or at least form 
tbe nucleus of a new choir, where none had existed. Throughout 
New England and New York in the 1700's literally hundreds of these 
institutions could be found. 
5Arthur Mees, Choirs and Choral Husic (New York: 
Charles Scribner's Sons, 1911), p. 190. 
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In many of the city churches a regular singing school was 
established. For example, at the Old South Church, Newburyport, 
Massachusetts the session in 1795 voted forty pounds for a permanent 
6 
song school. 
Certain singing school instructors of the period attained prami-
nence. Andrew Adgate was well-known in Philadelphia, where he 
directed a school which in 1787 became the Uranian Acade~. 
Andrew Law taught the music of the church from Connecticut in the 
North to Baltimore in the South. In his instruction he advocated 
placing the melody in the soprano, a practice not common during his 
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time. He was also a pioneer in using ''shape notes," different-shaped 
notes denoting var.ying degrees of the scale. Daniel Read (1757-1836) 
was an active teacher in the Connecticut Valley, where he became 
knoWn for introducing his fuging tunes. William Billings in 177 4 
established his "Sacred Singing School" at Stoughton, Massachusetts. 
The membership including both men and women totaled forty-eight. 
From this group stemmed the Stoughton Musical Society.7 
In England during the seventeenth and eighteenth centuries most 
sections maintained professional cathedral choirs. However, none of 
these were brought to this country. Many of the pioneers had been 
driven out of England to Holland and other places, and so the tradition 
had become weak. Consequently, the singing schools were the only 
instruments which contributed to the establishment of choirs. There · 
~llinwood, op. cit., p. 22. 
7Mees, op, eit., p, 192. 
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were no professional choirs to serve as models. The singing school 
members would sit together i n church either in the side pews or more 
often in the front row of the gallery. During the singing of the 
Psalms and hymns it was the custom to sit rather than stand in nearly 
all places of worship. Not until 1Sl4 in the General Convention of 
the Episcopal Church was a proposal adopted to require standing during 
the singing of the metrical Psalms. 
In the eighteenth century the rear choir-gallery was present in 
churches of nearly all denominations. This was also true in England. 
Across the front. of the gallery was usually placed a long music rack 
for the purpose of holding the singers' music books. 
Due to the prejudice and intolerance of the times organs were non-
existent. During the seventeenth century and the first part of the 
eighteenth century the singing of the choir was unaccompanied. After 
the second decade of the eighteenth century the violoncello was intro-
duced to accompany the gallery choir. Sometimes a clarinet or flute 
was employed also. The precentor or clerk sometimes carried a pitch-
pipe, and as time passed, its use became more and more common. A 
tu..?J.e-book entitled the "Federal Harmony, 11 edited in 1794, contained 
directions for the use of a concert pitch pipe. Apparently the pitch 
was given to each part separately. In verifying the pitch the singers 
of each p9.rt used the phrase "Praise ye the Lord," according to the 
directions. 
As choirs improved, the practice of "lining out" the Psalms became 
less and less common. Hymns were adopted, and an occasional anthem 
was sung by the better choirs. B.y the end of the eighteenth century 
noticeable progress was being made by the choirs of this country. The 
more ambitious village choirs attempted the fuging tunes such as 
"St. Luke's," in four parts, and "St. Martin's" and "Morning Hymn" in 
three parts. These tunes were at the height of their popularity at 
the end of the eighteenth century. The opening homophonic section was 
usually followed by a polyphonic section in strict or free imitation 
in at least three parts. It was concluded by another homophonic 
section. These tunes became popular in the church choir repertoire 
not only in New England but also in the South. Alexander Ely's 
"Baltimore Collection of Church Music" (1792) contained a high 
proportion of fuging tunes, and these were sung by quite a few 
choirs in Mar,yland, Virginia, and South Carolina during the late 
eighteenth and early nineteenth centuries. 
During the Color..ial era · there was also important development of 
choirs and church music outside of the Puritan sphere. The Swedes, 
Germans, . and other groups from Central Europe began to come to 
Pennsylvania toward the end of the seventeenth century. These 
immigrants brought with them church musical traditions which in many 
ways were richer than those of the Puritans. 
The first of these groups to come to America was a number of 
Mennonite families who arrived at Gennantown, now a section of 
Philadelphia, in 168.3. In 1694 a Gennan band of pietists led by 
Johann Kelpius came to Philadelphia settling beside the Wissahickon 
River. This group cultivated the monastic life, preaching, teaching, 
and singing devotional tunes in their services of worship. Unlike 
the early Puritans their singing was accompanied by a variety of 
instruments, as had been their custom in Germany. B,y 1700 Kelpius 
and his choir had achieved much fame and they were asked to join in 
the singing at the dedication service of the Swedish Gloria Dei Church 
near Philadelphia. 
The Swedish mission church during the eighteenth century main-
tained high standards of congregational hymnody. There was also a 
great emphasis on the singing of the Swedish Lutheran choral responses 
in the liturgy. The Swedish Gloria Dei Church near Philadelphia was 
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probably the first church in America to install an organ. This occurred 
about 1703.8 
Conrad Beissel established a cloister of Pietists at Ephrata, in 
Lancaster County, Pennsylvania about 1720. This group of German 
immigrants attained a high standard of singing, especially of antiphonal 
part songs, which were delivered with excellent intonation and pure 
tone quality. Beissel was a fine director, composer, and teacher of 
music, and under his tutelage the study and practise of music became 
a main occupation of the cloister. The female voices were organized 
into three choirs of four parts each. Similarly the male voices were 
grouped in parts, so that when combined, the mixed ensemble was in 
as many as seven parts. 
Bauth Pushee, Music in the Religious Service (New York: 
Fleming H. Revell Co., 1938), P• 52. 
Conrad Beissel's the.ories of music were published in the preface 
of the Ephrata hymnal, known as the Turtel-Taube (1747) and also in 
the Chronicon Ephratense (1786). In this preface he prescribed the 
diet which the members of his choirs should follow. Diet was 
declared to be an important factor in good singing. It was 
"especially necessary to know what kinds of food, ••• make the spirit 
teachable, ani the voice flexible and elear, 119 Meat am foods 
derived from animals were condemned, as was the following: 
"butter, which makes indolent and satiates to such an extent 
that one no longer feels the need of singing and praying; eggs, 
which arouse numerous capricious cravings; honey, which brings 
bright eyes and a cheerful spirit, but not a clear voice, 
"Of bread and cooked dishes, none are better for producing 
cheerfulness of disposition and buoyance of spirit than wheat 
and after this 'buckwheat, •• 
"As regards the other conmon vegetables, none are more use-
ful than the ordinary potato, the beet, and the other tubers, 
Beans are too heavy, satiate too much. nlO 
In this preface Beissel also recommended special diets for high 
and low voices in his choir, 
The Moravian immigrants, descended from the Bohemian Protestants, 
were particularly musical people. They had music for singing during 
each phase of their daily life, The.y sang at meals, in the fields 
and in the shop. \'lhen a group was going into the forest to fell 
lumb~r, they would have a common meal with singing am then a 
processional with instrumental music, They had a large repertoire 
of hymns which they sang while doing arduous work. 
9 Ellinwood, op. cit., P• 33. 
lOibid, P• 34. 
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In their church at Bethlehem, Pennsylvania in the 1740's the 
choir and congregation was accompanied by a large variety of 
instruments after the custom in Germany. Due to the variety of 
nationalities in the community the hymns and songs of praise were 
often sung in a number of languages. It is recorded that at a 
love-feast in 1745 the carol "In Dulci Jubilo" was sung by 
Moravian missionaries, Indian converts, and ordinary members in 
Bohemian, Dutch, English, French, German, Greek, Irish, Latin, 
Mohawk, Swedish, Welsh, and Wendish. 
In 17h4 a Collegium Musicum was formed at the Bethlehem, 
Pennsylvania settlement. 
mental and choral music. 
There were weekly rehearsals of instru-
The quality and quantity of church music 
at Bethlehem, and to a lesser extent in other Moravian communities, 
was unsurpassed in the Colonies during the eighteenth century. 
No other denomination during that period sang anthems with 
instrumental accompaniment on the same scale as the Moravians.ll 
Another distinctive feature of Moravian Church music was the 
trombone choir. In fact, this instrumental combination exists in 
some Moravian churches at the present time. Playing in four-part 
harmony the trombone quartet usually provided the introduction 
to chorales. The choir of voices would enter after the chorale 
had been played through once. 
11Ibid., P• 36. 
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During the Commonwealth in England choirs and choir schools were 
disbanded or severe~ curtailed. This situation had a decided effect 
upon choir growth in the Episcopal Church in the Colonies also. How-
ever, at the Restoration, choral music in both England and the Colonies 
was again on the ascendancy. 
In New England during the seventeenth century there was not an 
appreciable difference between the standards of music in the Anglican 
and the Puritan churches. It was the custom in both for the cle~k to 
give out the metrical Psalms from his desk. In some churches he was 
aided by a gallery choir. The first church organ appeared about 1713 
in the Brattle Street Church, Boston. However, it was soon rejected, 
probably because of the prejudice against organ accompaniment of the 
choir, and it was giveri to King's Chapel in Boston. Although the 
Puritan influence against church organs continued for a large part 
of the eighteenth century, as time passed, more and more churches, 
especially those with choirs, installed organs. 
In the Episcopal Church in the Colonies Anglican chanting was 
prevalent during this period becoming more and more popular by the 
end of the eighteenth century. Iri Boston, Massachusetts, Newport, 
Rhode Island, New York, and Charlestown, South Carolina English-
trained musicians were available to train the choirs and they made 
general use of the Anglican chant in the services of Morning and 
Evening Prayer. The settings of the Communion Service were not 
general~ employed until after 1800. 
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The Episcopal churches were the .first in America to put emphasis 
on the boy choir. At least two parishes established boy choirs 
during the eighteenth century .for the purpose o.f singing the metrical 
Psalms and the Anglican chants. In 1709 at Trinity Church, New York, 
there was organized a parish charity school, where the children 
received musical instruction and religious education.12 The .first 
master was William Huddlestone, a vestryman, who also served as 
parish clerk. Although the charity school was .for boys and girls, 
there developed an ear~ emphasis on training o.f the boys to sing 
at the services as had been the custom in England. In 1741 vestry 
records mention a Mr. Eldridge, who was paid .five pounds ".for his 
care and pains in having the children taught to sing Psalms. nl3 
In 1753 Mr. William Tucker, an Englishman, and .former vicar-
choral o.f Bristol Cathedral was employed as master o.f the boys at 
a salary o.f twenty-five pounds per annum. He improved the singing 
to the point that the boy choir at Trinity became famous even out-
side o.f New York City. During most o.f the eighteenth centur.y there 
appears to have been a boy choir serving at Trinity although toward 
the end o.f the centur.y, it appears to have lapsed for some time. 
Ln 1791 an orphanage was established in connection with 
St. Michael's Church, Charlestown, South Carolina. The rector 
12Peter C. Lutkin, Music in the Church (Milwaukee: The Young 
Churchman Co., 1910) p. 210. 
13Arthur H. Messiter, A History of the Choir and Music o.f 
Trinity Church (New York: Gorha'll, 1906) 
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at St. Michael's, the Reverend Dr. Hen~ Purcell, and the organist, 
Samuel Rodgers, had both been trained in the English cathedral choir 
tradition, and consequently they were strong proponents of the boy 
choir. They selected youths from the newly established orphanage 
on the basis of musical talent for choir training. The church 
orphanages ~n England and on the continent had long been a source 
of choir-boy material, and St. Michael's is an excellent example of 
this arrangement in America. A pew was set aside for the use of 
the choir boys in the gallery at the rear of the church, and funds 
were appropriated by the vestry for the purchase and laundry of 
Irish linen surplices. The toy choir at St. Nichael 1 s improved 
greatly, and by 1800 it was reputed to be the finest musical estab-
lishment in the count~. 
A committee of the vestry at St. Michael's prepared the following 
rules for the regulation of the organist, choir, and clerk: 
"1st. That it be the Duty of the Organist arrl Clerk to 
attend at the church ever,v Friday afternoon at 4 oClock, and 
evecy Sunday Morning at 9 oClock throughout the Year, for 
the purpo~e of Instructing the Boys, composing the Choir, 
in Psalmody and Chaunting; at which time, the Boys are 
required, Punctually to attend them. 
"2nd. That the Choir will not be considered as complete 
by the Vest~ without the constant and regular attendance of 
Twelve Boys, at least; it is, however, the Wish of the Vestry 
that as many more than that number may attend, as can be 
conveniently accommodated in the Orchestra (i.e., the choir 
gallery). 
"3rd. That it be the Duty of the Organist and Clerk to 
attend diligently to the Behavior of the Boys, and to preserve 
such order and decorum in the Orchestra as Shall become the 
Solemnity of Divine Worship. That it be required of the 
Organist to dismiss from the Choir, any whom he shall find, 
after repeated adminition, to be di~orderly, rude or refractory, 
or any whom the Rector or Minister of the Church shall find to 
Persist, and shall thereupon point dut to the Organist as having 
been observed by him, or them, to ~rsist in such behavior. 
"4th. That in order to the removal of any interruption of 
the Services of the Orchestra, No pJrson or Persons whatever 
be allowed to Set therein beside thJ Organist, Clerk and Choir: 
And, that the Organist and Clerk be lrequested to notify to any 
Person or Persona who may ask Permission to set there during 
the Time of Divine Service, that thJy are directed b,y the Vestry 
not to admit him or them to a Seat i here. 1114 
By the year 1800 the singing of the lchoir was accompanied by the 
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organ in approximately twenty New England churches. Although most of 
I 
the churches having organs were Episcopal, the Puritan prejudice 
I 
against them had started to break down by this time. For instance, 
the First Congregational Church at Proyidence, Rhode Island acquired 
the first "dissenting" organ in New Enkland for the accompaniment 
of the singing at its services in 1770. 
In the Middle Atlantic and Southern I States organ 
of the choir and congregation was canm~n by 1800 in 
accompaniment 
churches of any 
reasonable size. This is true of the Episcopalians, Dutch and French 
Refo:nned Congregations, Moravians, and I other denominations. 
The traditional clerk was generally present in most denominations 
until the middle of the nineteenth century and later. The first 
Episcopal congregation to dispense wit~ the clerk was St. James' 
Church, Philadelphia, where in 1815 the direction of the music was 
I 
taken over by William Augustus Muhlenberg, a theological student. 
I 
14Ellinwood, op. cit., P• 45. 
At St. Michael's Church, Charlestown, South Carolina, the clerk's 
office was abolished in 1835, and the Psalms were given out by the 
clergy. At Trinity Parish, New York the clerk was eliminated in 
1848. In Presbyterian churches and certain other denominations 
clerks were generally prominent until about 1850. 
With the advent of the singing school and the rapid development 
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of the mixed choir the clerk often became its leader. In some of the 
Congregational churches his title was changed to chorister, and often 
he was the only singer to reoei ve remuneration for l'.is services. 
Most Churches continued to have gallery choirs for most of the 
nineteenth centur,y. These choirs were more often than not accompa-
nied by stringed or wind instruments because of the few organs 
available. In fact, the customs in America closely paralleled 
those of the west gallery choir in the countr,y churches of England 
during this period. In many Congregational churches the people 
turned around and faced the singers installed in the gallery at the 
back during the singing of the hymns. Indeed this custom is still 
observed at the North (Congregational) Church on Nantucket Island, 
Massachusetts at the present time. 
Until the second half of the centur.y, pianos were not generally 
available for rehearsals. The balance of voices was not generally 
good and usually there was a lack of singers who could read and hold 
their part--one might add that this is true in many churches today1 
Lowell Mason writes in his "Address on Church Music" as follows: 
"The treble in the church choirs, as in the Handel and Haydn 
Society, was sung in whole or part by men's voices, and the 
tenor was often sung by women's voices, thus inverting the order 
of nature and separating by two full octaves those who were made 
to go hand in hand. rrl5 
In addition, the women were seldom able to carry their part indepen-
dently, so that the sopranos often had to be sustained by the tenors. 
The altos were generally weak and when the part was sung by only 
two or three men or a few boys, it was usually lost in the chorus. 
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The quartet choir began to emerge in churches of many denominations 
at the beginning of the nineteenth century. According to this plan, 
a volunteer chorus choir was often built around a professional quartet 
of strong solo voices. However, more often than not the soloists did 
not blend with the other voices. There were frequent solo and duet 
passages which smacked of the operatic style, and quite obviously this 
type of music was not conducive to an attitude of worship. However, 
because of the lack of trained parishioners and the difficulty in 
maintaining a sufficient number of volunteer choir members, the quar-
tet choir was adopted as a necessary substitute in many churches. 
The quartet choir became more and more widespread as the nineteenth 
century passed. Almost all sacred music composed in America during 
this period consisted of solos, duets, and a concluding section for 
l5Lowell Mason, An Address on Church Music (New York: Mason and 
Law, 1S51). 
quartet. At St. Michael's Episcopal Church, Charlestown, South 
Carolina the boy choir, previously mentioned during the discussion 
of the eighteenth century, was replaced by a paid quartet about 
1840. 
There were indead hundreds of churches in the Southern, Middle 
Atlantic, and New England States where the clerk-precentor who led 
congregational singing was replaced by a quartet choir, usually 
accompanied by a small pipe organ since many organs were being 
installed in churches of all denominations at this time. 
Toward the end of the nineteenth century the professional 
quartet and the quartet choir were more and more frequently installed 
at the front of the church rather than in the rear gallery. For 
example, in 1894 the First Presbyterian Church, Muncie, Indiana 
b.lilt a platform for organ and quartet choir to the right of the 
platform. At the First Presbyterian Church of Chicago a narrow 
choir loft was erected in the front of the church, six or eight 
feet above the wider platform where the clergy sat behind a central 
pulpit. Across the front of the loft was hung a velvet traverse 
curtain, which could be opened when the quartet sang and closed 
during the sermon and at other times. This is similar to the 
curtain which concealed the church west gallery choir in rural 
England during this period. 
At St. wke's Church, Marietta, Ohio separate quartets were in-
stalled in the chancel. One was called the decani quartet and the 
other the cantori after the custom of designating the antiphonal 
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choirs in the English cathedrals,16 
Despite the rapid and widespread development of the quartet choir, 
its shortcomings were recognized in many quarters. A resolution 
adopted by the American Musical Convention, which was held at the 
Brcadway Tabernacle in New York in October 1845 was phrased as 
follows: 
"Resolved: that all the advantages derivable from Quartette 
Choirs in churches can be combined in larger choirs, and that 
when larger choirs can be obtained it is not advisable to limit 
the number to four persons, 11 7 
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The very nature of the quartet seemed to be contrary to the spirit 
of church music, Too often the singers were perfor.mers concerned 
more with perso·nal vainglory than with the worship of God, This 
was particularly apparent in 1i turgical churches where impersonal 
participation by the singers is so necessary, 
It is interesting to note that while the Oxford Movement gave an 
almost immediate stimulus to boy choirs and vested choirs in England 
during the 1.8.301 s, it did not have a widespread effect on these 
bodies in America until sixt;T or seventy years later, Untll the 
last quarter of the nineteenth century the quartet choir was generally 
on the ascendancy in the United States. 
However, the Oxford Movement was not without effect in America. 
There was gradually taking place a reevaluation of the aims and ideals 
of worship through music not only in the Episcopal church but also 
1~ilson Waters, History of St, Luke's Church, Marietta, Ohio 
(Marietta: J. Mueller, 1884). 
17Ellinwood, op. cit., p. 74, 
• 
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in Roman Catholic and other Protestant denominations. In scattered 
churches boy choirs were instituted, choral services were introduced, 
and vestments were donned. With the installation of choirs in the 
chancel processions became more common. In short there were more 
and more signs of a general rebirth of church life with the use of 
the ceremonial in altar worship, prayer, and music. 
Although boy choirs had been dormant in New York in the early 
18001 s, William Augustus Muhlenberg established a boy choir at the 
Flushing Institute, in Queens in 1828. Before 1840 Reverend Francis 
Hawkes vested his choir at his school, St. Thomas' Hall on Long Island. 
In the 1840's a permanent boy choir was established at the Church of 
the Holy Communion, New York. 
In 1844 the Church of the Advent in Boston and the Church of the 
Holy Cross, Troy, New York began regu.lar maintenance of the full 
offices of the Episcopal Church, am they became well-known pioneers 
of the Oxford Movement in this country. In the fonner, full choral 
services and unaccompanied plainsong were sung qy a choir of boys 
under the direction of John Ireland Tucker.18 
Toward the middle of the nineteenth century the stature and 
influence of the choir at Trinity Church, New York once more rose 
greatly. In 18.39 Dr. Edward Hodges was engaged as organist-choir-
master. Soon after his appointment to this post, he began to lay 
18Christopher w. Knauff, Doctor Tucker, Priest Musician (New York: 
Randolph, 189V, p. 144ff. 
plans to reestablish a choir of men and boys. Scholarships for 
sixteen singing boys were secured at Trinity School. By 1860, after 
twenty years of hard work, the choir of men and boys at Trinity had 
been fully restored. Its work equalled and even surpassed the boy 
choir which had been in existence there during the eighteenth century. 
In fact, at that time Trinity Choir became to New York '~at St. Paul's 
Choir was to London. 
In 1860 during the choirmastership of Henr,y Stephen Cutler, the 
Prince of Wales visited Trinity. For this occasion it was decided 
that the choir be vested. Concerning this significant development in 
October of 1860 Dr. Uessiter wrote: 
"This matter, which had so long been agitating the minds of 
the vestry, congregation, and choir, was happily settled by the 
visit of the Prince of Wales. When His Royal Highness notified 
his intention of attending service at Trinity Church, it was 
deemed proper that the service should be carried out in a manner 
worthy of the occasion, which certainly called for the vestments 
as used in the Church of England. To prevent any possible 
awkwardness in the occasion, the choir wore their surplices on 
the previous Sunday, nl9 
At the rehearsal service it is said that during the second lesson 
two ~n reports were heard, and a musket ball fell into one of the 
pews. 20 
Ever since that time, vestments have been worn at Trinity and 
many other churches in and outside of New York consequently adopted 
the practice. In 1861 a choir festival was held at Trinity in which 
five choirs of men and boys participated. Those participating 
19Messiter, op. cit, 
2~llinwood, op, cit., p, 82, 
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included Trinity, New York; Trinity, Hoboken; Trinity, Jersey City; 
st. George's, Flushing; and St. Andrew's, Providence. The massed 
choirs sang Anglican chant, works by Handel, and an anthem by 
Cutler, choirmaster at Trinity. 
In the Midwest the first vested boy choir to be established was 
at Racine College in Racine, Wisconsin in 1862. Unfortunately, 
financial difficulties caused the college to close after several 
years of operation. 
In Chicago many of the Episcopal churches installed boy choirs 
during the period 1865-80. A choral service and boy choir were 
instituted at the Cathedral of St. Peter and St. Paul in 1865, and 
a j:e.rish day school was established in 1870. This school was to 
serve as a choir school, but in 1871, the year of the great fire 
in Chicago, it was destroyed. 21 Other churches in Chicago inaugu-
rated vested boy choirs following the cathedral's lead. These 
included: The Church of the Ascension, 1870; St. James' Church 
and Calvary Church in 1884; and St. Clement's in the same year. 
Although the installation of boy choirs had increased rapidly 
during the second half of the nineteenth century, many of these 
bodies did not reach high standards of musical accomplishment. 
Often the tone of these choirs was coarse and unmusical. However, 
as time ·passed the overall trend was toward greater perfection. At 
21Lutkin, op. cit., p. 211. 
S2 
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Trinity, New York particularly under Henr.y Cutler and later under 
Arthur Messiter the choir attained a high degree of excellence. The 
tone, phrasing, and enunciation wel"e given careful attention and the 
choir repertoire was expanded greatly. A program for the thirteenth 
annual festival of the choirs of Trinity Parish given on November 19, 
1885 consisted of Choral Evensong and the following anthems: 
Behold I Bring You Glad TidL~gs 
0 How Amiable Are Thy Dwellings 
Blessing, Glor,y, Wisdom 
Distracted with Care and Anguish 
Judge Me, 0 God 
The Earth is the Lord 1 s 
A Great Multitude 
Giovanni Croce 
Vaughan Richardson 
J. S. Bach 
Haydn 
Mendelssohn 
Spohr 
W. B. Gilbert22 
In general, those choirs which had benefitted by training under choir-
masters with English cathedral background reached a high degree of 
perfection. Messiter of Trinity was an Englishman and James Pyne at 
St. Mark's Church, Philadelphia was an alumnus of Chichester Cathedral. 
Both developed choirs ha vi.ng outstanding purl ty of tone. 
Nickerson's Illustrated Church Musical and School Directory of 
New York and Brooklyn, published in 1895 listed twenty boy choirs, all 
of them Episcopal. In six Episcopal churches there were choirs 
consisting of boys, women, and men; and eleven Episcopal churches 
were listed as having quartet choirs. Quartet choirs were generally 
in use at this time in most of the churches listed-Roman Catholic, 
Presbyterian, Congregational, Baptist, and other denominations. 
22Ellinwood, op. cit., P• 96. 
Vested mixed choirs were practically non-existent in the New York 
metropolitan area in 1895, according to the Directory. 
The decade preceding the opening of the twentieth century marks 
the climax of growth of the boy choir. Most large cities had at 
least a fe"fT such choirs to their credit. However, as most choir-
masters know, the boy choir of high musical standards must have a 
rigid rehearsal schedule and a highly talented director, who must 
be a master not only of choral skills but also of boy peychology • 
Same churches which could not secure these prerequisites became 
discouraged and installed quartet choirs or adult vested choirs. 
Others, l·lho .felt that the boy choir tradition was sacred., founded 
s:pecial choir schools, parochial in character, either on a full-
time or day basis. In these institutions boys could pursue their 
academic studies as well as receive DDlSical training at regularly 
scheduled rehearsals, which were p:~.rt of their school program. 
Quite obviously the cost of maintaining such schools limited 
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the number of churches able to embark upon establishing them. In 
most cases only the wealthier city churches could find the economic 
resources to maintain a boy choir school. Throughout church music 
history in England and on the ·continent the almonry or charity school 
was the source of boy choristers. The early school at Trinity, 
New York had been established along these lines. However, the ever-
rising standards of education, and the increased cost of providing 
this kind of training in this cruntry precluded any rapid growth of 
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the choir school. Even in England, where traditionally every cathedral 
~ 
and many of the parish churches maintained choir schools, these eco-
nomic factors are having their effect. 
The first church in the United States to establish a permanent 
choir school was St. Paul's Church, Baltimore, Maryland. It was 
originally founded as a parish day school on Februar,y 9, 1849. At 
first daily sessions were held in the Sunday School roam of the 
church, and until 1870 it did not serve to furnish musical training 
for the boys. About 1870 a choir of men and boys was established 
at St. Paul's, and scholarships were given to the boys. Under the 
direction of a headmaster, the rector of St. Paul's, and a Board 
of Trustees the school has maintained high academic standing as W9ll 
as outstanding musical training since its establishment. From 1883 
to 1923 the School was located on East Franklin Street in Baltimore 
City, and each day the boys could be observed marching in cassock and 
surplice to the church for Choral Evensong. In 1923 the School moved 
to suburban Brooklandville, and that custom has consequently been 
discontL~ued. At present the school is not strictly a choir school 
in that many of its students do not sing in the choir but do receive 
academic training there. Because of economic considerations it will 
be observed that this situation has developed in a number of choir 
schools throughout the country. 
St. Paul's Choir has been widely recognized for its excellence. 
The boys' section is made up entirely of students from the School. 
Such qualities as self-reliance, dependability, and self-discipline 
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are stressed, and indeed it might be said that these are qualities 
which are developed by membership in any boy choir of high standards. 
Intensive instruction in the theor,y of music, the reading of musical 
notation, and music appreciation are offered in co~nectian with the 
boys 1 musical training. A daily rehearsal period is scheduled, and 
an extensive repertory is mastered by the boys. Not only does the 
choir sing at the regular services at St. Paul's, but in addition it 
presents numerous cantatas and sacred concerts. 
Up until 1894 Grace Church in New York had a quartet choir. How-
ever, when it was decided to install a male choir, a choir school 
was established. In 1899 a school building was completed, and sixteen 
boys were taken in to board there. An interesti ng feature of Grace 
Church Choir School was that until 1922 it was run as a military 
school. Since 1934 no boarders have been taken at the School, and 
at that time it was reorganized as a twelve-grade boys' preparator,y 
school. TPis reorganization, of course, determined that the School 
could no longer be considered as exclusively a choir school. In 1946 
the choir school aspect was again de-emphasized when the high school 
grades were eliminated, and the lower grades were made co-educational. 
At present some of the choir boys at Grace Church attend the School, 
but the emphasis on choral training in Grace Church School is not 
presently very strong. 
In 1901 a choir school was established at the Cathedral of St. John 
the Divine in New York by Bishop H. C. Potter. Originally a day school 
only, it became a boarding school in 1913. The nmsical training pro-
vided at this choir school has been directed by several outstanding 
church musicians: Walter Henry Hall (1901-9); Miles Farrow (1909-31); 
and Norman Coke-Jephcott (1931-53). Located on the Cathedral Close 
in uptown Manhattan, the Choir School of the Cathedral Church of 
St. John the Divine is exclusively for the education of the boys 
of the Cathedral Choir. Thj_s School is one of the few in this country 
which has been able to maintain a true choir school status. The first 
requisite for admission is the passing of a musical aptitude test 
given by the Master of the Choristers. The decision as to the 
capability and fitness of a boy is completely up to the Choirmaster, 
and this is not delegated. Academic examinations are also given prior 
to admittance. Special consideration is given to a candidate's 
ability to read fluently and with correct pronunciation. Boys are 
admitted between the ages of nine and twelve although only those 
boys with unusual musical gift are accepted after reaching the age 
of eleven. During his first year at the School each boy is on 
probation. At the end of this time, if he has proven satisfactory 
in his music, conduct, and school work, he is formally admitted to 
the School and Cathedral Choir as a regular member. At this time his 
parents nn.1st sign an agreement promising not to withdraw him until 
his voice changes. 
The academic course of the School runs from grade four through 
grade nine. The examinations of Seccndary Education Board are given 
at the end of each school year. Standard Achievements Tests of the 
Educatioo. Records Bureau are also given, and thus the boys are 
extremely well prepared to go · ori to other secondary schools when 
their voices change. 
The daily schedule is as follows: 
6:45 A.M. - Rising Bell 
7:15 A.M. - Personal Inspection 
7:30 A.M. ~ Holy Communion 
8:00 A.M. - Breakfast 
8:30 A.M. - Classes 
10:30 A.M. - Recess 
10:45 A.M. - Rehearsal 
11:50 A.M. - Classes 
1:15 P.M. - Lunch 
1:45 P.M. - Classes 
2:30 P.M. - Supervised Pl~ 
4:00 P.M. - Showers and 
Inspection 
5:00 P.M. - Evensong 
5:45 P.M. - Dinner 
6:45 P.M. - Study Hall 
8:15 P.M. - Bed (Lower School) 
8:45 P.M. - Bed (Upper School) 
The boys are allowed to have visitors only during certain hours 
on Sunday afternoons. Except during vacations the boys may go home 
only on Sunday evenings, and they must return to the school by 9 P.M. 
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In return for their services in the choir, instruction is furnished 
without charge to the students of the school. However, board and 
laundry llBlSt be assumed by the parents. This is currently six hundred 
dollars per annum. 
The school unifonn is a blue suit, white shirt and stiff collar, 
low black shoes and black stockings, blue overcoat, and school cap 
and tie. Boys in the Upper School wear either long trousers and 
stiff collars, or "shorts" and Eton collars on Sundays and at all 
formal occasions. 
The Cathedral Choir School of Saint John the Divine with its 
daily rehearsals and rigorous training is one of the few true 
choir schools in this cruntry. The meticulous care given to the 
development of tone is most inspirational to watch as the boys 
practice in their graduated-level seats in the School Choirroam. 
Indeed, the concem of the school for the boys 1 academic, musical, 
and spiritual development resembles the modus operandi-of the best 
English choir schools. 
In Philadelphia St. Peter's Church maintains a choir school for 
fifty day boys. Founded originally as a parish day school in 1834 
it became a choir school in 1905. Outstanding choirmasters in 
charge have been: Felix Potter (to 1912); George Daland (1912); 
Lewis Wadlow (1913-15); and Harold Gilbert (1915 to date). 
In 1909 a choir school was established in connection with the 
Washington Cathedral, Washington, D. C. Situated high . on 1-fount 
St. Alban overlooking the Nation's Capital and within the Cathedral 
Close, this choir school has both boarding and day students. 
St. Albans School provides . education from grades one through twelve 
for non-singing boys as well as choristers, and is recognized for 
its high standards of academic training. The choristers, who 
comprise only a fraction of the student body, are usually on 
scholarship. These scholarships are available from the Lane-
Johnston Endot-nnent Fund. An annual award is made from this fund 
to the boy who is outstanding in his loyalty, efficiency, and 
devotion to the Choir. 
The choristers at St. Albans are trained by Paul Callaway, who 
has served at the Cathedral since 1939. The boys are rigorously 
trained, and have attained the highest standards of choral tech-
nique. They sing Morning Prayer and Evensong at the Cathedral 
each Sunday and at other special services during the week as well 
as giving cantatas, oratorios, and outstanding concerts of sacred 
music. Numerous first performances of contemporary church music 
are also given at t:tE Cathedral by the choir of boys and men. 
The choir's repertory is amazing in its scope. The following 
music list for the period 1941-51 is a model of a balanced and 
planned choral· library. Such a comprehensive list serves to 
demonstrate the musical maturity of one of the more progressive 
church choirs in this country. Needless to say, a comparable 
list might be compiled for a number of other outstanding choirs 
in America. The repertory is as follows: 
MEDIAEVAL PLAINSONG 
Canticles, with fauxbourdons 
The Massacre of the Holy Innocents 
Missa de Angelis 
Missa Marialis 
Psalms 
EARLY POLYPHONY, ETC. (15th to 17th centuries) 
ENGLISH WRKS: 
William Byrd - Ave verum corpus 
- Evening Service (fauxbourdon) 
- Haec dies 
- Lumen ad revelationem 
- I will not leave you 
- Justorum animae 
- Mass in 4 parts 
- Miserere mei 
- Rorate coeli 
- Senex puerum portabat 
- Sing joyfully unto God 
- Vigilate 
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ENGLISH WORKS (Continued) 
William Byrd - When Israel came out of Egypt 
Richard Dering - Quem vidistis pastores 
Orlando Gibbons - Evening Service in A flat 
- 0 Lord, increase my faith 
- This is the record of John 
John Hilton- Lord for thy tender mercy's sake 
~ 
John Merbecke - Communion Service 
Thomas Morley - Evening Service (fauxbourdon) 
Peter Philips - Ascendit Deus 
Henry Purcell - Glory and worship are before him 
- Jehova, quam multi sunt hostes mei 
- Let my prayer come up 
- Evening Service in G minor 
- Remember not, Lord 
- Thou knowest,Lord 
- Thy way, 0 God, is holy 
Thomas Tallis - Audivi vocem de caelo 
- Benedictus (fauxbourdon) 
- Choral Service 
- Evening Service (fauxbourdon) 
- If ye love me 
Tye - I will exalt thee 
Weelkes - Hosanna to the Son of David 
Whitbroke - Evening Service (fauxbourdon) 
CO~ITINENTAL WORKS: 
Allegri - Miserere 
Anerio - Christus factus est 
Arcadelt - Ave Maria 
Jacques Clement ~ Adoramus te 
Bartolomeo Cordans - Jesu, Salvator noster 
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CONTINENTAL WORKS (Continued) 
Giovanni della Croce - When I was poor 
Josquin DesPres - Ave verum corpus 
Melchior Franck - Fathe; thy Holy Spirit send 
Gabrieli - In ecclesiis 
Jacob Handl - All they from Saba 
- Canite tuba 
- I ascend unto ~ father 
- 0 magnum ~sterium 
- Resonet in laudibus 
Hassler - Cantata Domino 
Orlando di Lasso - Inimici autein 
- Libera me 
Volckmar Leisring - 0 filii et filiae 
Nanino - Diffusa est gratia 
Palestrina - Adoramus te 
- Ex.a.ltabo te 
- Exultate Deo 
- In divers tongues 
- Missa Aeterna Christi munera 
- 0 bone Jesu 
- Sicut cervus 
- This is the day 
Praetorius - Lo, how a rose 
Vincenzo Ruffo - Evening Service (fauxbourdon) 
Heinrich Schutz - Four Psalms 
- Give ear, 0 Lord 
- Seven Last Words 
Sweelinck - Psalm 134 
- Born today (Hodie nobis) 
- Sing unto God 
Viadana - 0 sacrum convivium 
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CONTINENTAL WORKS (Continued) 
Victoria - Behold I bring you 
- Jesu, dulcis mem:>ria 
- 0 magnum mysterium 
- 0 vos omnes 
Johann Walther - St. Matthew Passion 
EIGHTEENTH CENTURY 
ENGLISH WORKS: 
Attwood - Turn thy face from my sins 
Cl.arke-Whitfeld - Evening Service in F 
Crotch - Lo, star-led Chiefs 
Handel - Let their celestial concerts 
- The Messiah 
- Round about the starry throne 
- Thanks be to thee 
- Your voices raise 
Travers - Ascribe unto the Lord 
CONTINENTAL WORKS: 
J. s. Bach- Bide with us (Cantat~ no. 6) 
- Come thou, 0 come 
- Flocks in pastures 
- From depths of woe (Cantata no. 38) 
- God is a sun and shield (Cantata no. 79) 
- God's time is best (Cantata no. 106) 
-Jesus, joy of man's desiring 
- The Lord will not suffer 
- Now praise we great and famous men 
- 0 light everlasting (Cantata no. 34) 
- St. John Passion 
- Subdue us thrcugh thy kindness 
Cherubini - The righteous live 
Haydn - As waves of a storm swept ocean 
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CONTINENTAL WORKS (Continued) 
Martini - In Monte Oliveti 
Mozart - Adoramus te 
- Ave verum corpus 
- 0 God, when thou appearest 
NINETEENTH CEN'IDRY 
ENGLISH vWRKS: 
Percy Fletcher - Ring out, wild bells 
Geor~e C~rrett - Prepare ye the way of the Lord 
John Goss - 0 Saviour of the world 
- The wilderness 
Macfarren - The Lord is my shepherd 
George c. J.vf.artin - Hail, gladdening light 
- Ho, ever,yone that thirsteth 
- Let my prayer be set forth 
Ouseley - 0 Saviour of the world 
Stainer - Evening Service in B flat 
Walmisley - Evening Service in D minor 
s. s. Wesley- Evening Service (arr. by Ley) 
-Lead me · Lord 
- Thou wilt keep him 
- To my request 
- Wash me thoroughly 
c. Lee Williams - Cast me not away 
- When the Son of Man shall come 
CONTINENTAL \r.J'ORKS: 
Beethoven - Hallelujah (Mount of Olives) 
- The heavens are telling 
Brahms - German Requiem 
- Lord, we leave thy servant sleeping 
- The white dove 
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CONTINENTAL WORKS (Continued) 
Dvorak - Blessed Jesu 
Cesar Franck - Bow down thine ear (Domine non secundum) 
- Praise the Lord (Dextera Domini) 
- 0 Lord, most holy (Panis angelicus) 
Gounod - Unfold ye portals 
Grieg - Jesu, friend of sinners (Ave maris stella) 
Liszt - The Resurrection 
Mendelssohn - Hear my prayer 
- How lovely are the messengers 
- There shall a star 
Reger - Christmas carol 
Schubert - Great is Jehovah 
EARLY TWENTIETH CENTURY 
American music now takes the place of English music as the 
basic repertory. Continental music is represented only by two 
French works--Lili Boulanger's setting of Psalm XXIV and the 
Faure Requiem. Canadian and Russian works are listed separately 
below. 
AMERICAN WORKS: 
Mabel Daniels - The Christ Child 
Dickinson - Angels o'er the fields 
Harvey Gaul - Benedictus es, Domine 
Mary Howe - Song of Ruth 
W. C. Macfarlane - Christ, our passover 
J. s. Matthews- Benedictus es, Domine 
T. T. Noble - Benedicite 
- Benedictus es, Domine in G minor 
- By the rivers of Babylon 
- Communion Service in B minor 
- Easter Alleluia 
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AMERICAN 1t/ORKS (Continued) 
T. T. Noble - Evening Service in A minor 
- Evening Service in B minor 
-Grieve not the ·Holy Spirit of God 
- ~rd. of the worlds above 
- 0 hear thou from heaven 
- 0 wisdom 
- Souls of the righteous 
- Te Deum in F 
- That Easter morn 
- When I survey the wondrous cross 
Horatio Parker - Evening Service in E 
- In heavenly love abiding 
- Lights glittering morn 
- Now sinks the sun (Jam sol recedit) 
Edgar Priest - Benedictus es, Domine 
L. Stokowski - Benedicite 
Titcomb - Communion Service 
- Victory Te Deum 
A. ToroYsky - Softly the stars were shining 
David McK. '\<lilliam.s - Benedicite 
- Cantata Domino 
- Communion Service 
- Deus misereatur 
- Evening Service in A minor 
- In the year that King Uzziah died 
- The stork 
- To Bethlehem 
. ENGLISH v/ORKS: 
J. H. Arnold- An easy modal Te Deum 
- Evening Service 
Bairstow - Communion Service in E flat 
- I sat down under his shadow 
- Let all mortal flesh keep silent 
- Save us, 0 Lord 
- The promise which was made 
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ENGLISH WORKS (Continued) 
Maurice Besley - The night is come 
A. H. Brewer - Evening Service in D 
E. T. Chapnan - All creatures of our God and King 
Darke - Benedictus 
- Communion Service in F 
- 0 gladsome light 
Walford Davies - God be in :my head 
- If any man hath not the spirit 
- I vow to thee, :my country 
F. T. Durrant - The strife is o'er 
Dyson . - Morning Service in D 
Elgar - Jesus, Lord of life and glory 
- Light of the world 
Balfour Gardiner - EvEl'ling hymn 
Basil Harwood - Communion Service in A flat 
- Evening Service in A fiat 
Holst - Eternal Father 
- Lullay, my liking 
- Te Deum 
John Ireland - Greater love hath no man 
C. S. Littlejohn - Communion Service 
Marchant - Te Deum 
Oldroyd - Mass of the quiet hour 
Cyril Scott - Benedicite 
Geoffrey Shaw - Hail to thee, Beth 1 lem 
- How far is it to Bethlehem 
- The day draws on 
Martin Shaw - Arise in us 
- I sing of a maiden 
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ENGLISH WORKS (Continued) 
C. V. Stanford - And I saw another angel 
- Communion Service in B flat 
- Evening Service in B flat 
- Jesus Christ is risen today 
- Te Deum in B flat 
- When God of old 
Charles Stewart - Communion Service 
John E. West - Hide me under the shadow 
- 0 everlasting light 
- 0 God of love 
R. Vaughan Williams - At the Name of Jesus 
- Communion Service in D 
- Down in yon forest 
- Evening Service in C 
- Festival Te Deum 
- Five ~stical songs 
- Let us now praise famous men 
- The pilgrim pavement 
- Te Deum in G 
- Valiant for truth 
Charles Wood - Expectans expeetavi 
- Father all holy 
- Glory and honor 
- Hail, gladdening light 
- 0 thou the central orb 
- St. Mark Passion 
MID-TWENTIETH CENTURY 
AMERICAN WORKS: 
Ronald Arnatt - Benedictus es, Domine 
- Christo paramus cant.ica 
- Evening Service 
- Jesu, dulcis memoria 
Samuel Barber - Let down the bars, 0 death 
Paul Cellaway - An hymn of heavenly love 
- Communion Service in D major 
- Evening Service 
- Hark the glad sound 
- 0 saving Victim 
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AMERICAN WORKS ( Ccntinued) 
Candlyn - Bread of the world 
- Communion Service in D flat 
Richard Clem - Before the ending of the day 
- 0 God, when darkness falls 
Richard (Wayne) Dirksen - Cantate Domino 
- Christ, our passover 
- Christians to the Paschal Victim 
- Deus misereatur 
- An Easter Alleluia 
- Evening Service 
- Jam sol recedit 
Garth Edmundson - Evening Service in E 
Cecil Effinger - Sing we merrily 
Harold Friedell - Benedictus es, Domine 
- King of glory 
- Lute-book lullaby 
Henry H. Hungerford - Benedictus es, Domine 
Philip James - By the waters of Babylon 
- The Lord is my shepherd 
Hugh Mackinnon - I hear along our street 
Robert Sanders - Recessional 
Leo Sowerby - Benedictus 
- Benedict us es, Dcmine in B flat 
- Benedictus es, Domine in C 
- Come, Holy Ghost 
- Communion Service 
- Evening Service in D 
- Forsaken of man 
- I was glad when they said unto me 
- I will lift up mine eyes 
- Jubilate Deo 
- Like the beams 
- Now there lightens upon us 
- 0 dearest Jesus 
- Te Deum in D minor 
- Tu es vas electionis 
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AMERICAN WORKS (Continued) 
C. Sumner Spalding - Ah, dearest Jesus 
- Cleanse thou me from secret faults 
William Strickland - Benedictus es, Domine · 
- Jubilate Deo 
Randall Thompson - Alleluia 
Clarence Watters - Laudate pueri 
William Y. Webbe - Benedictus es, Domine 
- Lord, let thy spirit 
ENGLISH WORKS 
Benjamin Britten - Ceremony of Carols 
- Te Deum 
Bullock - Christ, the fair glor,y 
- Evening Service 
- 0 most merciful 
- Te Deum in D 
Howells - Morning Service in E flat 
- Evening Service in E 
- Evening Service in E flat 
- A spotless rose 
Henry Ley - Te Deum 
Robin Milford - By the waters of Babylon 
- Up to those bright and gladsome hills 
Ernest J. Moeran -Morning Service in E flat 
Eric Thima.n - Corrununion Service 
- Evening Service in D flat 
- 0 Christ the heaven's eternal king 
- The holly and the ivy 
- The strife is o'er 
Peter Warlock (Philip Haseltine) - Balulalow 
- Bethlehem Down 
- Corpus Christi 
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CANADIAN WORKS: 
Graham George - Benedictus es, Domine 
Alfred E. Whitehead - Benedicite 
- Jesus, the ver,r thought of thee 
Healey Willan - Behold the tabernacle of God 
- Benedictus es, Domine in E flat 
- Benedictus es, Domine (fauxbourdon) 
- Evening Service in B flat 
- Hail, true Body 
- In the name of our God 
- Lo, in the time appointed 
- Look down 
- Missa de Sancta Maria Magdalena 
- 0 how glorious 
- 0 King of glory 
- 0 sacred feast 
- 0 saving Victim 
- Te Deum in B flat 
- The three kings 
- While all things were in quiet silence 
RUSSIAN WORKS: 
Bortniansky - Cherubim song 
- Divine praise 
Gretchaninoff - The cherubic hymn 
A. Kastalsky - 0 gladsome light 
(Walter Parratt, ed.)- Give rest, 0 Christ 
Rachmaninoff - Cherubim song 
- Glory be to God 
- Glory to the Trinity 
Shvedov - With heart uplifted 
Stravinsky - Mass 
Tschaikowsky - How blest are they 
- Hymn to the Trinity 
- 0 praise the name 
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RUSSIAN WORKS (Continued) 
Chesnokov - Cherubic hymn 
- Salvation belongeth23 
Another fine choir school is that of St. Thomas Church, New York, 
established in 1919. Dr. T. Tertius Noble trained the boys from the 
time of founding until 1942, when he was succeeded b,y T. Frederick H. 
Candl.yn. The School was originally endowed ey Charles H. Steele, a 
New York financier. The current general endowment of the choir 
school amounts to some $825,000. This fund provides for most of the 
expenses. All of the forty boys receive tuition scholarships. How-
ever, parents contribute $400 for board. 
St. Thomas Choir School maintains a high standard of excellence 
in all aspects of school life. It is a choir school in the tra-
di tional sense in that all of the students sing in St. Thomas · 
Choir as is the practice at the Cathedral Choir School at the 
Cathedral of St. John the Divine in New York. The intensive 
religious program, excellent music training, high academic stan-
dards, individualized education, and supervised sport program 
provide a unique ani valuable educational experience for the boys 
of tre school. 
The Choir School holds membership in the Secondar,y Education 
Board, the Educational Records Bureau, the National Council of 
Independent Schools, and the Association of Day and Boarding Schools 
23Ellinwood, op. cit,, pp. 192-200. 
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of the Diocese of New York. 
A model school building, completed in 1954, together with 
another adjoining building located on West Fifty-Fifth Street in 
Manhattan comprise the physical plant of St. Thomas Choir School. 
Thus the school building is located within two blocks of St. Thomas 
Church. 
Mr. William Self is the present Master of the Boys. As a rule, 
the choristers attend two rehearsals daily. Voice .training, music 
reading, ear training, tone production, and the rudiments of music 
are all part of each chorister's musical education. The excellent 
discipline and directed attention of the choristers is remarkable. 
Vocal exercises at the beginning of the rehearsal are practiced 
with great earnestness. Seales and numerous melody patterns are 
sung to the several vocables: ah, aw, ee, ay, oo. Resonant tone 
which carries is particularly sought in the singing of these 
exercises. Throughout the rehearsal particular care is given to 
the nuance of the phrase. The diction is excellent, and the 
intonation is accurate. For the relaxation and enjoyment of the 
boys two and three-part secular music is usually sung during a 
portion of each rehearsal. Some effects are achieved through 
whistling, grunting, or other means much to the pleasure and 
amusement of the boys. 
Music is truly an integral p:~.rt of the life of the youths at 
St. Thomas Choir School. In addition to their duties at St. Thomas 
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Church, the boys often make public appearances. Also, private 
piano and organ lessons are pursued by a large proportion of the 
choristers. 
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An important choir school in New England is St. Dunstan's School, 
Providence, Rhode Island. This school was established in 1929 as 
part of the St. Dunstan 1 s CoD.ege of Sacred Music. For a number 
of years choir boys were trali1ed there for three Episcopal parishes 
in the City of Providence. At present, however, only the choristers 
at St. Martin's Church are students at St. Dunstan's. All of the 
student body is on a day basis with only a portion receiving 
chorister training. 
In addition to providing the training for st. Martin Is Church 
the school is the home of the St. Dunstan's Boy Choristers, a most 
excellent and proficient choral group. This choir consists of 
about thirty boys, who are selected on the basis of music ability 
and voice quality. After a period of intensive training and upon 
determination of acceptability, a new chorister is raised from 
. probationary status to the rank of chorister at a church service 
of investiture. During the early 1940's the choir rose to a high 
standard of musical excellence under the inspired leadership of 
William c. Heller. Since 1945 M.'!' •. T. James Hallan, who is also 
organist-choirmaster of St. Martin's Church, has capably directed 
the choir. Outstanding music critics have praised the group for 
excellent tone quality, shading, diction, and general music effect. 
The large repertoire of the choristers consists not only of sacred 
music but also secular numbers. 
In those cases where churches have not been able to establish 
special schools for the choir boys either for economic or other 
reasons, it is often the practice to pay them a small sum weekly 
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in return for punctual and regular attendance. Some have established 
summer musical camps for their choristers either separately or in 
combination with other churches. Grace Church, Newark, New Jersey 
started this practice. Later Camp Nejec~o (New Jersey Choirs) was 
established. At its peak this camp accommodated over two hundred 
boys, who came from churches in several states. In 1946 it was 
closed because of the illness of Father Barnes, the director. 
In 1934 Paul Allen Beymer established Camp Wa-Li-Ro at Put-in-Bay, 
Ohio. The enrollment has been around three hundred American and 
Canadian choristers each summer. Combining camp life with a con-
centrated choral training schedule, it also is host to an annual 
Choirmaster Conference. 
Another choir camp is Camp Duncan, Bretton Woods, New Hampshj_re. 
Since 1916, twelve selected choristers from various choirs in the 
East have been brought together for choir training. During the 
summer months they furnish music for the Chapel of the Transfigu-
ration, Bretton Woods, as well as giving sacred concerts in a number 
of New Hampshire towns. 
In the Roman Catholic churches in America there has been some 
development of boy choirs. However, during most of the nineteenth 
centur,y and in many places even today the quartet choir reigns 
supreme. The glorious heritage of l'ID.lsic from the Medieval and 
Renaissance periods was largely unknown to American Catholic choirs 
during the 1800 1 s and, as in many Protestant denominations, quartet 
choirs which sang music of a sentimental and theatrical type were 
the general rule. 
Around 1885 in the Jesuit Church of St. Francis Xavier, New York 
· City, a boy choir was established by the Reverend John B. Young. 
Its work was a model to many parishes in and outside of the City of 
New York. 
An outstanding Catholic choir which has served as a model and 
symbol of excellence is the famed Paulist Choristers of New York 
City. This choir was assembled originally in 1904 in Chicago, 
Illinois for the explicit purpose of providing in America a body of 
boys and men whose ensemble technique might help to foster the 
highest choral traditions of the Catholic Church. The aim was to 
counter the operatic effects then in vogue and combine all the best 
choral traditions of Europe, Westminster Cathedral in England, and 
the Sistine Chapel Choir in Rome, and thus to exert a powerful 
influence on choir development in this country. 
The activities of the Paulist Choristers were relocated in 
New York City, and Father Finn, the director, was instrumental in 
establishing the first choir school in the United States under 
Catholic auspices. The boys were rehearsed daily in all technical 
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branches of vocal music, and in addition comprehensive instruction in 
musical theory was gi.ven. Special emphasis v1as also gi.ven to ear 
training, a capella technique, and the singing of music from the 
Gregorian and polyphonic schools. As long as the choir school con-
tinued to operate, tuition and board for the choristers was free. 
Father Finn espoused a unique theory in connection with the train-
ing of boys' voices. Contrary to English and most American choir 
school principle, boys continued to sing right through the period 
that they were mutating. 24 Thus a boy continued in the school 
until the age of eighteen to twenty. He was first transferred from 
soprano to second soprano; then alto, tenor, and so on. 
After the closing of the choir school, choristers were recruited 
from parochial schools in the New York City area. The Paulist 
Choristers have generally numbered about one hundred, consisting of 
fifty boy sopranos, twenty youths, who sang alto and tenor, and thirty 
men. In discussing the spiritual results of the boys' choir experience 
Father Finn has said: 
1'\'iith vigilant care and the constant proposal of spiritual 
motives to the choristers, and the establishment of a spiritual 
atmosphere as the only correct aesthetic medium for perfect 
work, association with ~~e choir reacts favorably on the boys' 
spiritual impressions." 
The efforts of John B. Singenberger, founder of the Caecilian 
Society in St. Francis, Wisconsin in 1S73 have had a significant 
24Karl Pomeroy Harrington, Education in Church Music (New York: 
The Century Co., 1931), P• 17. 
25Harrington, op. cit., p. 18. 
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effect on the developnent of Catholic choir standards in the United 
States. Under Singenberger's leadership the Catholic Normal School 
of the Holy Fami~ at St. Francis was developed, and the influence 
of this institution on the dioceses of the Midwest was profound. 
Annual conventions with demonstrations by massed choirs were held, 
and emphasis was put on cultivating plainsong and polyphony as well 
as on the purging of operatic and sentimental repertory. Singen-
berger published the magazine "Caecilia," which was dedicated to 
choir masters and members particularly. It was directed toward the 
adoption of simpler choral services, widespread use of plainsong, 
and reinvigorated congregational singing. 
After the turn of the century, the Society of Gregory was 
established in order to promote the cause of sacred music and the 
development of choirs as outlined by the "Motu Proprio" of 
Pope Pius X. In the preface of "The White List of the Society" 
the ''Motu Proprio" is discussed as follows: 
"Now as regards our own times. Pius X in promulgation of 
the regulations of his Motu Proprio which pertains to 
· Gregorian Chant and sacred music, primarily had it in mind 
to stimulate and foster the Christian spirit among the people 
by prudently removing those things which were dishonoring 
the sanctity and majesty of the temple of God. The faithful 
gather at sacred shrines that they may draw piety thence, from 
its chief source, as it were, by actually participating in the 
venerated mysteries of the Church and in her public and solemn 
prayers. It is thus of great importance that whatever enhance-
ment is given to the liturgy should be controlled by certain 
norms and precepts of the Church, so that the arts truly, as 
they should, like most noble handmaids may serve divine worship, 
and this indeed will by no means redound to the detriment but 
rather to the greater dignity and splendor of the arts the~ 
selves as employed in the holy places. And this certainly to 
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a remarkable degree has been effected in sacred music; for 
wherever those regulations have been put into practice dili-
gently, not only have the beauties of a rare art begun to 
revive, but also religious spirit has begun to flourish 
widely; because the Christian people, imbued more deeply with 
the meaning of the liturgy, have also become accustomed to 
participate more zealously in the service of the Holy Eucharist, 
in sacred psalmody, and in public prayers. 
''We wish here also to recommend the capellae musicorum 
(choirs) to all concerned, inasmuch as those which in the course 
of time have been substituted for the ancient scholae, were 
established in the basilicas and in the larger Christian 
temples especially to execute polyphonic music. Indeed, 
respecting this matter, sacred polyphonic music ought to be 
given second place, after Gregorian chant, and on this account 
we strongly desire that capellae (choirs) of this kind, just 
as the,r flourished from the fourteenth to the sixteenth centur,y, 
be renewed today and revived in those places where the fre-
quency and extent of divine worship demand a larger number of 
singers and a better selection of them. 
"Scholae puerorum (schools of boys) should be established not 
only at the larger Christian temples and cathedrals, but also 
at smaller and parish churches; moreover, boys should be trained 
to sing by the choirmasters that their voices, according to the 
old custom of the Church, may join with the choirs of men, es-
pecially when in polyphonic music. As in fonner time, they are 
to be employed as the treble voices, which used to be called 
cantua. From the number of these, especially in the sixteenth 
century, very skilled masters of polyphonic music came forth, 
among whom easily the foremost of all was the famous John Peter 
Aloysius of Praeneste (Palestrina). 
11As we have learned that attempts are being made in different 
places to resume a sort of music which in no way befits sacred 
offices, particularly on account of the immoderate use of instru-
ments, we hereby publicly declare that chant combined with 
orchestra is by no means considered by the Church as the most 
perfect form of music and more suited to sacred matters; for it 
is proper that the voice itself rather than instruments should 
be heard in churches, that is, the voice of the clergy, the 
singers, and the people. It must not be thought, however, that 
the Church is opposed to the growth of the art of music because 
it prefers the human voice to any instrument. No instrument, 
however excellent and perfect, can surpass the human voice in 
expressing the feelings of the soul, especially at the moment 
when the soul employs it in prayer and praise to Almighty God. 
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"There is one musical instrument which belongs in a church. 
It has come down to us from our ancestors--the organ. On account 
of its grandeur and majesty, it is considered worthy to be com-
bined with llturgical rites, whether as accompanying the chant, 
or when the choir is silent, it elicits the sweetest harmonies, 
in accordance with the rules. But in this also the blending 
of the sacred and the profane nmst be avoided.n26 
The Catholic Church has been making great strides in teaching 
plainsong and polyphony to the children in its parochial school 
system during recent years. Justine Ward is perhaps the foremost 
person to assemble materials and develop programs for parochial 
schools. Mrs. Ward did much in this country to promote the tra-
dition of Gregorian Chant as interpreted by the Monks of Solesmes 
both at the Pius X School of Liturgical Music in New York and at 
the parochial school level. 
Many bishops have taken a great interest in establishj_ng choir 
training classes in the schools of their diocese, and this is having 
an increasing effect on the development of better choirs in the 
local parishes. Typical of the great progress along these lines 
is the Christ the King School of Nashville, Tennessee. Staffed by 
llO 
the Sisters of Mary, the school has daily scheduled rehearsals. There 
is also a Saturday morning rehearsal for those who are selected from 
the student body to sing in the parish choir. 
The Boy Choir of Christ the King Church was organized in 1949. 
Its membership is limited to thirty of whom ten are known as "recruits." 
After completion of the third grade at Christ the King School, the 
"recruits" are sent to a choir school in the summer for six weeks. 
26The White List 
(3rd ed.; New York, 
St. Gre or:v of America 
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If their progress is satisfactory they are awarded robes with gold 
ribbon insignia at an investiture ceremony conducted at a High Mass. 
Monthly report cards, distinct from the school reports, are given and 
monetary awards are given to boys of outstanding accomplishment. The 
repertory of the group, in addition to a number of Masses, includes 
over two hundred motets and English hymns. 
At present, although the overall picture leaves much to be desired, 
there are many outstanding Catholic choirs. The choirs of J. Alfred 
Schehl at St. Lawrence's Church, Cincinnati; Edgar Bowman at the 
Church of the Sacred Heart, Pittsburgh; and Warren Foley at the 
Church of the Blessed Sacrament, New York, are but a fe,., which might 
be mentioned as having highest standards of accomplishment. 
The Moravian Church has many excellent choirs particularly in 
some of the Pennsylvania communities. The Bach Choir of Bethlehem, 
Pennsylvania, established in 1900 under the direction of J. F. Wolle, 
is famed for its presentation of the works of J. s. Bach. Each year 
this choir of some three hundred voices is heard in the annual Bach 
Festival at Bethlehem.27 
The Lutherans and Seventh Day Adventists maintain numerous 
parochial schools in the Midwest, where the youth are trained for the 
church choir at regular rehearsal and instruction periods. Trinity 
Evangelical Lutheran Church in do,mtown Indianapolis has such a 
parochial school. For a certain period each day the children are 
27L. J. De Bekker, Black's Dictionary of Music and Musicians 
(London: A. and C. Black, Ltd., 1924), P• 405. 
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taught the chorales of the church as l'lell as trained in the prind_ples 
of singing. Since a large proportion of the congregation had been 
trained in the parish school during their youth, there are many 
available adult members for the mixed choir of the church. Further-
more, the congregation, familiar with the chorales and choral 
responses, joins with the accomplished choir singing with great zeal 
and skill. So well do the members of the congregation know the 
musical literature, that when the organist finishes the chorale 
. prelude, they begin to sing the first note of the chorale, without 
formal introduction. 
The 11multiple-choir system" is in existence in a great many 
churches in this country. The Presbyterian and Methodist churches 
have adopted this plan in large numbers. In a multiple-choir church 
there are choirs for people of all ages. A typical church maintain-
ing choirs on this basis is the First Methodist Church of Santa 
Barbara, California. A. L. Jacobs,. musical director, has five 
separate choirs under training. The singing groups of the church 
are divided on the basis of age. Prior to admission to any of the 
choirs, a potential member must pass a vocal audition, and must 
agree to regular attendance with a small number of absences allowed. 
Each choir sings and attends rehearsals on a regular schedule. 
The youngest choir consists of children betvTeen the ages of five 
and nine. Rehearsing one afternoon each week they learn chorales 
and simple anthems by rote. Certain items are carried home to be 
learned before the next ·rehearsal. This group appears in church 
about once every six weeks in the regular church service, where 
they sing a simple anthem in unison as well as joining with the 
congregation in the responses. 
There are separate boys 1 and girls 1 choirs for yoWlgsters between 
the ages of nine and fourteen. Both groups rehearse once each week. 
The girls learn unison and two or three-part anthems. The boys 
receive regular training as boy choristers according to accepted 
techniques. They are at times joined by the men in four-part 
anthems. When a boy has the potentialities for solo work, he is 
usually given special training. 
A teen-age chapel choir combines boys and girls ln the age group 
fourteen to nineteen. This choir rehearses once a week, and sings 
at the chapel service for young people each Sunday. It also sings 
at a regular Sunday service once each month. 
There is also a chancel choir consisting of adults at the 
First Methodist Church, Santa Barbara. The group rehearses two 
hours each week and forms the backbone of the choral nrusic at all 
regular and special services. As the name implies, it sits in the 
choir stalls in the chancel, and when the several choirs of the 
church collectively known as the Choral Union sing, th~y are seated 
in the side and rear galleries~ The massed choirs afford an oppor-
tunity for antiphonal singing and for the performance of larger 
choral works. 
The program of the multiple-choir church is all inclusive. An 
acolyte's guild of teen-age boys and a full staff of librarians 
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facilitate rehearsals and services. A choir guild of mothers and 
fathers assist in the maintenance of vestments and equipment as well 
as the incentive system of choir awards. 
A church with a strong multiple Choir program can go a long .way 
in achieving the objective of a singing church. Over · a period of 
time the standards of congregational and chancel choir singing should 
rise appreciably as the youngsters reach adulthood and take their 
part in the musical life of the church • . It is encouraging to 
note that not only Methodist and Presbyterians but 8lso Seventh Day 
Adventists, Latter Day Saints, Baptists, Congregationalists, and 
others are developing multiple choir systems, by whatever name they 
are called. Such a program indeed represents the ideal for a church 
using volunteer musicians. 
Closely related to the problem of developing better choirs is 
the adequate training of the clergy and choirmasters in the field 
of church music. Much of the credit for the curre~t rise in the 
quality of choirs and parochial or choir school training can be 
givt:n to the sacred music departments of universities and seminaries 
as well as to the choir festivals, conferences, and commissions. 
More and more congregations are coming to the realization that the 
ministry of music requires intensive and specialized study. 
In the early history of this country most of the training given 
in the singing schools was for t he congregation. With the develop-
ment ·of secular music schools the specific effort still was not 
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focused toward the specialized training of the choirmaster or the 
clergy. Since the beginning of this century, however, a number of 
departments of sacred music in universities, conferences, commissions, 
and other bodies have developed. It would be impossible to name all, 
but a few of the outstanding institutions include the School of Music 
at Northwestern University, founded in 1896 by Peter Lutkin and 
influential in the Vddwest; the School of Sacred l~sic at Union 
Theological Seminar,y, established in 1928; the Westminster Choir 
College of Princeton, New Jersey, founded in 1926; the music depart-
ment of St. Olaf's College, Northfield, Minnesota, famed for its 
model choir and training of Lutheran musicians; Pius X School of 
Liturgical Music, Purchase, New York, founded in 1918, known for 
its excellent courses for parochial school music teachers and church 
musicians; the music department of Concordia College, ~~orhead, 
Minnesota, with its excellent sixty voice a capella Concordia Choir; 
the Church Music program of the Boston University College of Music; 
and the Gregorian Institute of America, founded in 1941, ~nich 
combines correspondence courses and summer sessions in different 
communities throughout the country. 
Summer conferences lasting from a few days to a month have done 
much to promote better choirs and sacred music. Amongst these 
conferences are the Wellesley Conference, which meets each year at 
Wellesley College; the Evergreen Conferences, which have met each 
year at Evergreen, Colorado; the annual choirmasters' conference at 
Camp Wa-Li-Ro, on Put-in-Bay, Lake Erie; conferences sponsored by 
the Board of Christian Education of the Presbyterian Church; and 
numerous church music conferences sponsored b,y universities. 
In the Catholic Church some fifty-five diocesan conmissions have 
been organized. Their functions include the recommendation of sacred 
music, the compilation and authorization of hymnals, the fostering 
of music in parochial schools, and the sponsorship of church music 
conferences. 
In the Episcopal Church there has been a growing number of music 
commissions certified in local dioceses. These have sponsored 
conferences for choirmasters and clergy and festival services for 
massed choirs. 
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Finally the American Guild of Organists must be mentioned for its 
contribution to the betterment of choirs and choirmasters. The Guild, 
through its emphasis on professional standards, its examination system, 
its annual award for choral or organ compositions, its forum meetings 
and discussion groups, and its locally sponsored choir clinics and 
choir festivals, has done much to promote and stimulate the quality 
and quantity of choirs and church musical activity. 
In churches of all denominations in this country there is an 
awakened consciousness of the need for musical betterment. Attention 
is being directed toward the musical development of choirs, choir-
masters, and the clergy, as well as the congregation. Although choir 
schools of the English tradition are not at present increasing in 
number because of social and economic factors, there are signs of 
ll? 
improved and skillful training programs in the parochial and day 
choir schools. Full time ministers of music and trained clergy, 
sympathetic to the role and power of music in the church, are 
increasingly in evidence in all denominations. The improvement of 
congregational singing through choirless Sundays, dispersed choir 
arrangements, parish hymn sings, and antiphonal singing of hymns and 
responses is more and more com.mon. 
There is a wide variety of choral traditions in this country--as 
many as there are denominations and naticnal backgrounds. However, 
there is much emphasis on gradual improvement within most of these 
traditions. The summer conferences, commissions, and increased 
educational opportunities are signs of this. 
Indeed, there is no comparison between the church music standards 
of today and those of a hundred years ago when the Puritan influence 
still dominated. Everywhere there seems to be a striving for that 
type of musical program which will add dignity and inspiration to the 
service or Mass. The sentimental, gaudy, and operatic tendencies of 
the past are slowly disappearing and in their place there are appear-
ing those practices which contribute to a solemn and meaningful service 
of worship through music. 
·e 
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FINDINGS AND CONCLUSIONS 
Choirs and choral music have played an integral part in the service 
of worship of the Christian church from the very early days of its 
existence. It is evident, however, that the customs, practises, and 
organization of choirs and choir schools have varied widely in their 
history and development. In the Roman Catholic and Anglican tradition, 
the historic mainstream of development has been in the direction of 
male vested choirs who theoretically represent an ecclesiastical body 
of singers. In the light of this concept they have traditionally sung 
in the sanctuary. A capella singing has been the ideal although organ 
accompaniment has been favorably looked upon in most cases. Other in-
strumental accompaniment with certain exceptions has been frowned upon. 
In the Reformed churches, with the exception of the Lutheran church, 
there was for a long while a negation of all of these traditional prac-
tises to the handicap of choir development. This situation has been 
changing rapidly and today most choirs in these denominations are 
vested, accompanied by organs, and stationed in the chancel or sanctuary. 
In these denominations, the view is generally held that the choir is an 
arm of the congregation rather than the clergy. Hence, mixed choirs 
are the rule and the ideal. 
Despite the differences in practise observed in the several denomina-
tions, certain underlying principles with respect to choirs and devotional 
music would seem to hold in all cases. First, the character of music must 
be subordinated to the purposes and needs of the church service. It should 
be an accomplished art, however, not for its own sake, but for the service 
of the church contributing to the zeal and edification of the congregation 
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as well as the praise of God. St. Augustine emphasized this when he re-
marked that the text rather than the tune was the important thing. Further-
more, the choirmaster, in his selection of repertory, should insist on music 
of a truly sacred character. Too often there is little, if any, difference 
between sacred and secular art in the church. 
Secondly, the choir members should be inspired with a deep devotion 
and understanding of their office. There are many instances in history, 
particularly prior to the Reformation, when choristers and musicians on 
the staff of great cathedrals and abbeys devoted their entire life to the 
music of the church. While the structure and modus operandi of society 
has changed, the example of these early choristers should inspire regular 
attendance and sense of duty in the chorister. 
Thirdly, solo and quartet singing should not generally be used in the 
service of worship since they have a tendency to create a gaudy, operatic 
atmosphere attracting attention to their own performance rather than making 
a selfless, dignified, and devotional contribution to the service of worship. 
The male choir and mixed choir are both greatly more desirable in this 
connection. 
Fourth, it is necessary that better and more widespread training of 
both the clergy and choirmasters should be given so that they will be ac-
quainted with the history and philosophy of liturgical music and the prin-
ciples of music as a sacred art as well as having technical competence. 
Significant strides have been made in this direction in recent years. 
Fifth, where the tradition is to maintain a choir of boys and men, a 
competently staffed choir school should be established. Unless the boys 
can be adequately trained, it might be more advisable, as many choir 
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directors have done, to consider another type of choir since a poor boy 
choir is probably worse than none at all. The Catholic Church has been 
exhorted by the Pope to make widespread use of the parochial school sys-
tem, and this presents a great opportunity for excellent development of 
the male choir in the Catholic Church. 
Sixth, a competent choirmaster should be engaged. He is the one who 
must stimulate musical interest and overcome indifference and lethargy 
in the church. Too often do we find a repressed kind of singing in both 
the choir and congregation. Indeed it should be the aim of the choir-
master to establish a truly singing church. With enthusiasm and purpose 
he must perfect not only the choir but also the singing of the congrega-
tion. Improvement of the choir will depend not only on his technical 
skill but also on his ability to instruct. Choir concerts, choir festi-
vals, study classes with demonstrations, record listening, and theory in-
struction must be part of the program. As for development of congrega- . 
tional singing, he must plan hymn sings, congregational study groups and 
rehearsals as well as the occasional use of the dispersed choir and anti-
phonal singing of the hymns. In addition, he must integrate the whole 
musical program providing in.struetion for the youth and musical opportun-
ity for the adults. With the wider adoption of the multiple choir system, 
this objective of the singing church is fostered. Furthermore, the work 
of the choirmaster where there is a choir or parochial school helps not 
only to develop a working choir but also to prepare the youth for their 
musical role in the choir or the congregation in the future. 
Finally, the church musical program which embraces the clergy, choirs, 
and congregation must be guided by the true ideal of sacred music which 
1~ 
requires the appropriate and inconspicuous use of the choir as a requi-
site to its dignified and devotional role. The distinction between the 
sacred and secular style must be impressed on the choristers, and due 
regard must be given to the purposes of the liturgy. The inner spirit 
and attitude of the choir must be revealed outwardly in the beauty of 
tone, perfection of intonation, and careful delicacy of modulation. The 
final objective must be the expression of the impersonal universal mood 
of prayer through exalted tone which allows no suggestion of a senti-
mental or superficial state of mind, but rather symbolizes the funda-
mental Christian attitudes of humility, hope, and love, which are in the 
last analysis a true reflection of the glory of God. 
i 
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Ever siDce the early days of Christianity music has been an integral 
part of the service of worShip. In the beginning the whole congregation 
sang the responses, Psalms, am hymns. However, as the music became more 
elaborate, a nucleus of more skillful singers was developed to form a 
choir. The Council of Laodicea in the fourth century specifically stated 
that a choir would sing certain parts of the liturgy exclusively. 
A Schola Cantorum or school of singing was established by Pope Sylvester 
(314-35) to train priests in the art of sacred music. This Schola rose 
in importance under Popes Hilary and Gregory. Ever since that time, the 
singers of the Schola have composed the choir which has officiated at 
Masses and ceremonies conducted by the Pope. Indeed, the methods of 
teaching and the quality and style of singing made the Schola Cantorum 
a model for the development of choirs and choir schools throughout 
Europe. 
The traditions and methods of the Schola Cantorum were carried to 
England by St. Augustine in 597, · and the first English Schola Cantorum 
was established at Canterbury at that time, and the music of Rome quickly 
spread throughout the country. 
Nearly all cathedrals and many monasteries in England established 
choirs and choir schools during the Middle Ages. The monastic boy choir 
schools came to be known as almonry schools since most of the youngsters 
were taken in on a charity basis. These boys spent their whole lives as 
''boy monks" learning music by rote .and singing the Offices of the monas-
tery or cathedral. 
Elsewhere in Europe during the Middle Ages there was contemporaneous 
development of choirs and choir schools in what are now the territories 
of Switzerland, Germany, and France. The monasteries at Reichenau on 
Lake Constance and St. Gall became famous not only for the quality of 
their choirs but also for the orchestral accompaniment of the singing. 
Cathedral choir schools of note were established at Cologne, Mainz, 
Ratisbon, Metz, Utrecht, Chartres, Rheims, and other cities. The mai-
trise at Notre Dame under Leoninus and Perotinus had a particularly fine 
choir and offered extensive training in discant and theory. 
In England, choirs and choir schools were developed in connection with 
the monastic cathedrals, the secular cathedrals and churches, and the 
chapels of the royalty. At the Reformation the choir schools of the 
monastic institutions were destroyed, and the hign standards were 
affected to sorre extent in all churches and cathedrals. In fact, it was 
not until after the Oxford ~.fovement in the 1830 1 s that choirs and choir 
schools in England were fully restored to their earlier pattern of ex-
cellence. Certain choirs including St. Paul's, Salisbury Cathedral, and 
the Chapel Royal have been outstanding throughout history in the excep-
tional choirs of men and boys which they have maintained. 
The ·choirs of parish churches and some of the cathedrals in England 
have not consistently met the highest choral standards particularly 
during the seventeenth and eighteenth centuries. Many of the organs and 
choir libraries were destroyed during the Reformation and Commonwealth 
periods, and the west gallery choirs, consisting of unvested men, women, 
and children accompanied by an assortment of instruments, reigned supreme 
for some time. 
With the advent of the Oxford Moveme>nt the Puritan influence was largely 
dispelled, and once again organs were restored and vested choirs of men and 
boys were reestablished. Choir schools for the purpose of training the 
boys were also revived on a widespread basis. At present in most cathe-
drals ani many parishes in England, professionally trained men and choir-
boys are found, and in general ,the purity of tone and perfection of the 
singing is remarkable. 
In America during the Colonial days there were some Spanish missions in 
the Southwest and some German Protestant influence in Pennsylvania. How-
ever, the mainstream tradition was that brQught by the English Colonists, 
who were largely Puritan in background. Because of the intolerant spirit, 
organs were not generally installed for a century or more, and most of the 
singing was done by the congregation led by the clerk. "Lining out" of 
the Psalms was in general practise, and the repertory was very limited. 
As time passed, singing schools were established to train key members 
of the congregation for the choir. Situated in the west gallery, the 
choir was usually directed by the clerk or precentor and accompanied by 
a bass viol and perhaps one or two other instruments, as was the custom 
in many country churches in England d~ring this period. 
The Episcopal churches were the first to develop boy choirs. 
St. Michael's Church, Charlestown, South Carolina, and Trinity Church, 
Wall Street, New York, are famous in this connection. During the nine-
teenth century a number of Episcopal churches, particularly in the cities, 
established vested boy and men's choirs. The number of these male choirs 
reached its peak in the 1890's. 
In many of the other Protestant denominations during this periad there 
came into existence a quartet choir. With the installation of organs, 
many Presbyterian, Methodist and Congregational churches established 
quartet choirs. These choirs seldom blended well, and there was a ten-
dency to perform rather than to selflessly contribute to the ~rship of 
God. 
A number of boy choir schools have been established in the United States. 
Most of these have been in connection with Episcopal churches. Some of the 
better ones still in existence are: St. Thomas Choir School, New York; The 
Cathedral Choir School, New YorkJ St. Dunstan's School, Providence, Rhode 
Island; St. Paul's Choir School, Baltimore, Maryland; and st. Alban • s 
School, Washington, D. C. Since the depression, the number of boy choir 
schools of this type has l'lot grown appreciably. Improved public schools, 
competing preparatory schools, and other economic and social factors have 
caused this col'ldition. 
In recent years the quartet choir has largely been replaced by the mixed 
choir. A new climate for constructive development of choirs and church 
musical activity has come about. Ch1,1rches of all denominations have been 
giving these matters close consideration. This is evidenced by the 1~otu 
Proprio 11 and improved m11sical trainiRg in the Catholic parochial schools, 
by the employment o! full time · milrlsters of m11sic and the installation of 
the "multiple choir system" in ma.ny denominations, as well as by the in-
creased number of university sacred music departments, church commissions, 
sacred music conferences and choir festivals. In America today there are 
signs of improvement of the choir's role in the service of worship, and 
in all denominations there seems to be a trend toward professional musical 
training of choirs and general musical betterment. 
